The Melodic Structure And Form Of Norwegian Lullabies (Bansuller) From The Valleys Of Valdres, Gudbrandsdalen, And Osterdalen by Lundstrom, Elbjorg Keyn
Andrews University 
Digital Commons @ Andrews University 
Master's Theses Graduate Research 
1987 
The Melodic Structure And Form Of Norwegian Lullabies 
(Bansuller) From The Valleys Of Valdres, Gudbrandsdalen, And 
Osterdalen 
Elbjorg Keyn Lundstrom 
Andrews University 
Follow this and additional works at: https://digitalcommons.andrews.edu/theses 
 Part of the Music Commons 
Recommended Citation 
Lundstrom, Elbjorg Keyn, "The Melodic Structure And Form Of Norwegian Lullabies (Bansuller) From The 
Valleys Of Valdres, Gudbrandsdalen, And Osterdalen" (1987). Master's Theses. 15. 
https://digitalcommons.andrews.edu/theses/15 
This Thesis is brought to you for free and open access by the Graduate Research at Digital Commons @ Andrews 
University. It has been accepted for inclusion in Master's Theses by an authorized administrator of Digital 
Commons @ Andrews University. For more information, please contact repository@andrews.edu. 
INFORMATION TO USERS
The most advanced technology has been used to photo­
graph and reproduce this manuscript from the microfilm 
master. UMI films the text directly from the original or 
copy submitted. Thus, some thesis and dissertation copies 
are in typewriter face, while others may be from any type 
of computer printer.
The quality of this reproduction is dependent upon the 
quality of the copy submitted. Broken or indistinct print, 
colored or poor quality illustrations and photographs, 
print bleedthrough, substandard margins, and improper 
alignment can adversely affect reproduction.
In the unlikely event that the author did not send UMI a 
complete manuscript and there are missing pages, these 
will be noted. Also, if  unauthorized copyright material 
had to be removed, a note will indicate the deletion.
Oversize materials (e.g., maps, drawings, chains) are re­
produced by sectioning the original, beginning at the 
upper left-hand comer and continuing from left to right in 
equal sections with small overlaps. Each original is also 
photographed in one exposure and is included in reduced 
form at the back of the book. These are also available as 
one exposure on a standard 35mm slide or as a 17" x 23" 
black and white photographic print for an additional 
charge.
Photographs included in the original manuscript have 
been reproduced xerographically in this copy. Higher 
quality 6" x 9" black and white photographic prints are 
available for any photographs or illustrations appearing 
in this copy for an additional charge. Contact UMI directly 
to order.
UMI
University Microfilms International 
A Bell & Howell Information Com pany 
300 Nortfi Zeeb Road. Ann Arbor. Ml 48106-1346 USA 
313/761-4700 800/521-0600
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Order Number 18S640T
The melodic struc tu re  and  form  of Norwegian lullabies 
(bdnauller) from  the  valleys of Valdres, G udbrandsdalen, and 
0 s te rd a len
Lundstrom, Elbj0rg Keyn, M.A.
Andrews University, 1987
Copyright © 1989 by LundstrSm, Elbjdrg K eyn. A ll rights reserved.
U M I
300 N. Zeeb Rd.
Ann Arbor, MI 48106
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Andrews U n i v e r s i t y  
S ch o o l  o f  G rad u a te  S t u d i e s
THE MELODIC STRUCTURE AND FORM OF NORWEGIAN 
LULLABIES (BÂNSULLER) FROM THE VALLEYS OF 
VALDRESr GUDBRANDSDALEN, AND 0STERDALEN
A T h e s i s
P r e s e n t e d  in  p a r t i a l  F u l f i l l m e n t  
o f  th e  Requ i rem en ts  fo r  t h e  Degree 
M.A. in  Music
by
E l b j o r g  Keyn Lundstrom 
August  1987
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
THE MELODIC STRUCTURE AND FORM OF NORWEGIAN 
LULLABIES (BÂNSULLER) FROM THE VALLEYS OF 
VALDRES, GUDBRANDSDALEN, AND 0STERDALEN
A t h e s i s
p r e s e n t e d  in  p a r t i a l  f u l f i l l m e n t  
o f  th e  r e q u i r e m e n t s  f o r  t h e  d e g r e e  
M aste r  o f  A r t s
by
E l b j ^ r g  Keyn Lundstrom
APPROVAL BY THE COMMITTEE:
. ,  ChairmanMorr
S f  D  * M # A  eChar l e s
_____
ames D. Hanson, D.M.A. Date approved
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
©  Copyright by Elbj^rg Keyn Lundstrom 
Ail Rights Reserved
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
TABLE OF CONTENTS
LIST OF FIGURES.................................................................................  V
LIST OF T A B L E S .................................................................................  V
ACKNOWLEDGEMENTS ............................................................................  v l
Chapte r
I .  INTRODUCTION ........................................................................ 1
I I .  "BÂNSULLEN" ............................................................................  5
D e f i n i t i o n  ........................................................................ 5
L o c a t io n  ............................................................................  7
A n t h o lo g ie s  o f  L u l l a b i e s  ......................................  10
The Three  P r i n c i p a l  v a l l e y s  .............................  10
O ther  Norwegian L u l l a b i e s  E x t a n t  . . . .  13
C h a r a c t e r i s t i c s  o f  th e  L u l l a b y  ........................  16
I I I .  ANALYTIC TECHNIQUE .........................................................  20
C e n t o n i z a t i o n .................................    20
M e t h o d o l o g y ........................................................................ 21
IV. ANALYSIS OF LULLABIES FROM THE THREE
VALLEYS......................................................................................  25
L u l l a b i e s  from v a l d r e s  ...........................................  25
I n c i p i t s ........................................................................  25
Cadences  . ..................................  . . . . . . .  26
L u l l a b i e s  from G udbrandsda len  .............................  27
I n c i p i t s ........................................................................  27
C a d e n c e s ........................................................................ 28
L u l l a b i e s  from 0 s t e r d a l e n  ....................................... 29
I n c i p i t s ........................................................................ 30
Cadences   .......................................................... 30
Comparison o f  t h e  Three  V a l l e y s  . . . . . .  32
I n c i p i t s ........................................................................ 32
Opening n o t e .......................................................... 32
Two-note motive  ..................................................... 34
M otives  s p e c i a l  to  t h e  L u l l a b i e s  from
V a l d r e s ...................................................................  35
M otives  s p e c i a l  to  th e  L u l l a b i e s  from
G udbrandsda len  ................................................  37
M otives  s p e c i a l  to  th e  L u l l a b i e s  from
O s t e r d a l e n .......................................................... 37
111
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
C a d e n c e s ........................................................................  38
Ending n o t e ............................................................... 38
Two-note m o t ive  .....................................................  40
M otives  s p e c i a l  t o  t h e  L u l l a b i e s  from
V a l d r e s ...................................................................  41
M otives  s p e c i a l  t o  t h e  L u l l a b i e s  from
G u dbrandsda len  ................................................  42
M otives  s p e c i a l  t o  t h e  L u l l a b i e s  from
0 s t e r d a l e n .......................................................... 42
V. CONCLUSION.............................................................................  44
APPENDIX
1. L i s t  o f  C o l l e c t e d  L u l l a b i e s ............................................  49
2. S u pp lem en ta ry  i n f o r m a t i o n  o f  Known P u b l i s h e d
L u l l a b i e s .............................................................................  53
3. A b b r e v i a t i o n  and Numbering o f  Analyzed
L u l l a b i e s .............................................................................  55
SELECTED BIBLIOGRAPHY ...................................................................  57
I V
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
LIST OF FIGURES
1. Map o f  Norway Showing t h e  Areas  from Where
L u l l a b i e s  Are C o l l e c t e d  ...........................................  8
2. T i t l e  Page to  F i r s t  E d i t i o n  o f  L indem an 's
C o l l e c t i o n  A ld re  og Nyere Norske
F j e l d m e l o d i e r  ( Ï8 5 3 -6 7 j  I" . . 1 .......................... 12
3. Example o f  a Numbered p h r a s e ........................................ 23
LIST OF TABLES
1. P e r c e n t a g e  o f  Use o f  V a r io u s  p i t c h e s  as  Opening
Note in  L u l l a b i e s  from t h e  Three  V a l l e y s  . . 33
2. P e r c e n t a g e  o f  Use o f  V a r io u s  P i t c h e s  as  Ending
Note in  L u l l a b i e s  from t h e  Three v a l l e y s  . . 39
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
ACKNOWLEDGEMENTS
I t  i s  my p l e a s u r e  to  acknowledge th e  h e lp  and 
encouragem ent  o f  th e  f o l l o w in g  p e o p l e ,  w i t h o u t  whose h e lp  
and t ime t h i s  s tu d y  may never  have been c o m p le te d .  My 
h e a r t f e l t  t h a n k s  go t o  my husband ,  C la e s  Lundstr&m, fo r  
th e  g r e a t  p a t i e n c e  and h e l p f u l n e s s  he has  showed me in  
my work.  Thanks a l s o  to  my a d v i s o r .  D r .  M o rr i s  L.
T a y l o r ,  f o r  a l l  t h e  t ime and h e l p  he h a s  g iv e n  me in  th e  
c o m p le t io n  o f  t h i s  r e s e a r c h .  A s p e c i a l  th a n k s  a l s o  to  
Dr.  C. Warren Becker f o r  h i s  g u id an ce  th ro u g h  th e  e a r l i e r  
p h a se s  o f  t h i s  s tu d y ;  and to  Dr.  C h a r l e s  G. Davis  and 
Dr.  James D. Hanson who s e rv e d  on my t h e s i s  examining  
c o m m i t t e e .
A work l i k e  t h i s ,  which d e a l s  w i th  Norwegian f o l k  
m u s ic ,  bu t  which has been done m ain ly  in  th e  U n i ted  
S t a t e s ,  r e q u i r e s  a g r e a t  d e a l  o f  h e lp  from v a r i o u s  
p e o p l e .  A p p r e c i a t i o n  goes t o  th e  U n i v e r s i t y  L i b r a r y  o f  
O s lo ,  from where most o f  the  m a t e r i a l  f o r  my r e s e a r c h  has 
been g a t h e r e d ;  t o  th e  Music M a t e r i a l s  C e n te r  a t  Andrews 
U n i v e r s i t y ,  f o r  l e t t i n g  me f r e e l y  use t h e i r  s o u r c e s ;  and 
to  Dr.  A. Rae Holman f o r  g i v i n g  me a c c e s s  to  th e  p r i v a t e  
l i b r a r y  o f  he r  l a t e  husband .  Dr.  H a n s -Jd rg en  Holman, i  
am v e ry  much i n d e b te d  to  Dr. H an s -Jp rg en  Holman f o r  h i s
V I
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
h e l p  and g u id an ce  when I  f i r s t  s t a r t e d  working on t h i s  
t h e s i s .
And f i n a l l y ,  b e s i d e s  many more who r i g h t l y  would 
d e s e r v e  a word o f  a p p r e c i a t i o n ,  i  want t o  th an k  my 
f a t h e r ,  E iv in d  Keyn, f o r  h i s  encouragem ent  and a l l  th e  
h e l p  he has g iv en  me e s p e c i a l l y  in s e n d in g  n e c e s s a r y  
m a t e r i a l  ove r  from Norway.
v i i
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
ABSTRACT
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Problem
T h is  s t u d y  a n a l y z e s  a s i g n i f i c a n t  group o f  
l u l l a b i e s  c o l l e c t e d  from t h r e e  o f  th e  p r i n c i p a l  v a l l e y s  
in  Norway. A d e t a i l e d  a n a l y s i s  may show th e  e x t e n t  o f  
c e n t o n i z a t i o n  w i t h i n  th e  l u l l a b i e s  and may r e v e a l  a s p e c t s  
o f  th e  t o n a l  i n f l e c t i o n  o f  t h e s e  m e l o d i e s .
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Method
The s tu d y  g i v e s  a g e n e r a l  d e s c r i p t i o n  o f  th e  
l u l l a b y .  I t  a l s o  p r e s e n t s  an a n n o t a t e d  l i s t i n g  o f  
c o l l e c t i o n s  and a summary o f  p r e v i o u s  s t u d i e s  done in  
t h i s  a r e a .  With t h e  h e lp  o f  t r a d i t i o n a l  t e c h n i q u e s  and 
computer  t e c h n o l o g y ,  th e  m o t iv e s  from 154 m e lo d ie s  were 
a n a l y z e d .
R e s u l t s
The a n a l y s i s  r e s u l t e d  in  t h e  d i s c o v e r y  t h a t  th e  
l u l l a b i e s  c o n s i s t  to  a l a r g e  d e g re e  o f  c e r t a i n  m o t ives  
t h a t  a r e  common t o  a l l  t h r e e  v a l l e y s .  However,  the  
m e lo d ie s  from each v a l l e y  have c e r t a i n  c h a r a c t e r i s t i c s  
which a r e  un ique  to  t h a t  v a l l e y  o r  which a p p ea red  very  
seldom in th e  o t h e r  two v a l l e y s .
C o n c lu s io n s
To a l a r g e  e x t e n t  t h e s e  l u l l a b i e s  u t i l i z e  th e  
t e c h n iq u e  o f  c e n t o n i z a t i o n  and have t h e i r  own t o n a l  
i n f l e c t i o n .
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CHAPTER I 
INTRODUCTION
Norway has  a r i c h  h e r i t a g e  o£ v o c a l  and 
i n s t r u m e n t a l  m u s ic .  Today much o£ t h i s  f o lk  music 
t r a d i t i o n  i s  d i s a p p e a r i n g .  A hundred and f i f t y  y e a r s  
ag o ,  when th e  f o l k  music  c o l l e c t o r s  f i r s t  s t a r t e d  t h e i r  
work,  t h e r e  were many ty p es  o f  v o c a l  and i n s t r u m e n t a l  
f o l k  m u s ic .
W ith in  th e  v o c a l  f o l k  music  t r a d i t i o n  one can
s t i l l  f i n d  dance s o n g s ,  b a l l a d s ,  c a t t l e  c a l l s ,  r e l i g i o u s
f o l k  t u n e s ,  and l u l l a b i e s ;  and i n s t r u m e n t a l  music  in the
form of  f i d d l e  tu n es  i s  s t i l l  a l i v e  t o d a y .
The c a t t l e  c a l l  [ lo k k ] o f  t h e  sh ep h e rd  g i r l  [ b u d e i e ] 
and th e  t u n e s  o f  th e  shep h e rd  boy [g j e t e r g u t t i  on t h e  
s h e p h e r d ’ s  horn I l u r ] and ram’ s horn  [ bukkehorn] a r e  
d i s a p p e a r i n g  t o g e t h e r  w i th  th e  m i l i e u  oi  th e  summer 
mounta in  farm [ s e t e r ] . Medieval  b a l l a d s  a r e  s t i l l  
b e in g  sung a l l  o v e r  th e  c o u n t r y  by many f o l k  dance 
g r o u p s ,  b u t  they  a r e  r a r e l y  found as  p a r t  o f  a l i v i n g  
[ f o l k ] t r a d i t i o n ,  on th e  o t h e r  hand ,  t h e r e  a r e  
numerous l u l l a b i e s  [ b l n s u l l e r ] : u n p r e t e n t i o u s  l i t t l e  
t u n e s  which f o r  many g e n e r a t i o n s  have been used  to  
s i n g  b a b ie s  to  s l e e p . ^
W ith in  th e  v o c a l  t r a d i t i o n  o f  Norwegian f o lk  
m u s ic ,  t h e  l u l l a b y  [b S n su l l ]  has  p lay ed  a s i g n i f i c a n t
Liv G r e n i ,  "F o lkem us ikk ,"  Norsk musikk [Folk 
m u s ic ,  Norwegian Music] (Oslo :  S t u d i e r  I NorgeT 1968) ,  p .  
32. T r a n s l a t i o n  mine.
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r o l e .  At a t im e  when so much o f  th e  o l d e r  f o l k  t r a d i t i o n  
i n  music  seems to  have d i s a p p e a r e d ,  i t  i s  one o f  t h e  few 
t y p e s  o f  f o l k  m e lo d ie s  s t i l l  a l i v e  t o d a y ,  becau se  o f  t h e  
im p o r t a n t  f u n c t i o n  o f  t h e  l u l l a b y  in  e v e ry d ay  l i f e ;  i . e . ,  
t o  " l u l l "  t h e  l i t t l e  one to  s l e e p .
In  o r d e r  t o  p i n p o i n t  s i m i l a r i t i e s  and d i f f e r e n c e s  
Hampus H uld t -N ys t r#m  d id  a s t u d y  on i n s t r u m e n t a l  f i d d l e  
t u n e s  o f  Norway, comparing them w i th  f i d d l e  t u n e s  o f  
Sweden. He c a l l e d  h i s  book P e t  n a s j o n a l e  t o n e f a l l  [The 
" n a t i o n a l  i n f l e c t i o n " ] T h e  l a t e  H ans -J0 rgen  Holman, 
p r o f e s s o r  o f  music a t  Andrews u n i v e r s i t y ,  g i v e s  a 
d e f i n i t i o n  o f  t h i s  c o n c e p t  in  an a r t i c l e  ab o u t  
c e n t o n i z a t i o n  t e c h n i q u e  in  t h e  v o c a l  f o l k  music  o f  
Norway.
A g r e a t  d e a l  o f  i n t e r e s t  has  been c e n t e r e d  a round 
th e  " n a t i o n a l  i n f l e c t i o n "  ( d e t  n a s j o n a l e  t o n e f a l l )  in  
Norwegian f o l k  music  and i t s  i n f l u e n c e  on Norwegian 
a r t  m usic  from th e  n i n e t e e n t h  c e n t u r y  to  the  p r e s e n t .  
A somewhat e l u s i v e  c o n c e p t ,  th e  n a t i o n a l  i n f l e c t i o n  
can p e r h a p s  b e s t  be t h o u g h t  o f  as  th e  sum t o t a l  o f  
th e  e l e m e n t s  t h a t  c o n s t i t u t e  the  c h a r a c t e r i s t i c s  o f  a 
body o f  n a t i o n a l  m u s ic .  . . .  i t  i n c l u d e s  e l e m e n t s  o f  
r e c u r r e n t  i n t e g r a t i n g  rh y th m ic  and m elod ic  m a t e r i a l s  
( c e n to s )  as  w e l l  a s  th e  u n d e r l y in g  s c a l e  f o u n d a t i o n ,  
i f  such  e x i s t s ,  and i s  seen  in  t h e i r  impact  on 
e s t a b l i s h i n g  a t o n a l  or  modal s t r u c t u r e .  A ls o ,  i t  
i n c o r p o r a t e s  i n t o n a t i o n ,  v i b r a t o ,  to n e  q u a l i t y ,  
v a r i a t i o n s  in  tempo, and t e x t u a l  d e c l a m a t i o n ,  th e  
more s u b t l e — and n o t  e a s i l y  m e a s u ra b le — p r o p e r t i e s  
which a r e  u s u a l l y  n o t  r e f l e c t e d  in our  c o n v e n t i o n a l  
sys tem  o f  m u s i c a l  n o t a t i o n . ^
5
Hampus H u ld t -N y s t r ë m ,  Det n a s j o n a l e  t o n e f a l l  
[The n a t i o n a l  i n f l e c t i o n ]  (O s lo :  U n i v e r s i t e t s f o r l a g e t ,  
1 9 66) .
^H ans-Jp rgen  Holman, " C e n t o n i z a t i o n  Technique  in  
t h e  v o c a l  Folk  Music o f  Norway," Michigan Academician 15 
(S p r in g  1983) :  333.
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3A lthough  much has  been w r i t t e n  a b o u t  t h e  m e lod ic  
form and s t r u c t u r e  o f  d i f f e r e n t  ty p e s  o f  Norwegian f o lk  
m u s i c ,  and o f  t h e  n a t i o n a l  i n f l e c t i o n  as  a w ho le ,  no 
e x t e n s i v e  r e s e a r c h  has  y e t  been done in  t h e  a r e a  o f  th e  
l u l l a b i e s .  One s t u d y  has  d e a l t  w i th  t h e  m o t iv e s  and f o r ­
mulas  in  a g roup  o f  l u l l a b i e s  from S e t e s d a l ,  b u t  as  y e t  
nobody has  done a th o ro u g h  r e s e a r c h  on a l a r g e r  group o f  
t h e s e  m e lo d ie s  in  o r d e r  t o  s tu d y  t h e i r  t o n a l  i n f l e c t i o n .
Do l u l l a b i e s  from v a r i o u s  p a r t s  o f  Norway have 
t h e i r  own t o n a l  i n f l e c t i o n ?  To what e x t e n t  do the  
l u l l a b i e s  u t i l i z e  m o t iv e s  and f o rm u la s ,  u s in g  th e  
t e c h n i q u e  o f  c e n t o n i z a t i o n ?
The p u rp o se  o f  t h i s  s tu d y  was to  a n a l y z e  a 
s i g n i f i c a n t  g roup  o f  l u l l a b i e s  c o l l e c t e d  from t h e  t h r e e  
v a l l e y s  o f  V a l d r e s ,  G u d b ran d sd a le n ,  and O s t e r d a l e n ,  in 
o r d e r  to  e s t a b l i s h  what c o n s t i t u t e s  t h e i r  un ique  t o n a l  
i n f l e c t i o n .  The main t h r u s t  o f  th e  a n a l y s i s  i s  t o  
e x p o l o r e  t h e  use  o f  c e n t o n i z a t i o n  w i t h i n  t h e  melody o f  
t h e s e  l u l l a b i e s .  An i n v e s t i g a t i o n  o f  v a r i o u s  o t h e r  
c h a r a c t e r i s t i c s  i s  t o  d i s c o v e r  i d e n t i f y i n g  f e a t u r e s  o f  
th e  m e lo d ie s  from t h e s e  t h r e e  v a l l e y s .  T r a d i t i o n a l  
a n a l y t i c  t e c h n i q u e s  combined w i th  computer  t e c h n o lo g y  a r e  
used  to  s e a r c h  fo r  p o s s i b l e  answers  to  t h e s e  q u e s t i o n s .
Because  t h e  l u l l a b i e s  a r e  such an im p o r t a n t  p a r t  
i n  Norwegian f o l k  t r a d i t i o n  bo th  o f  today  and y e s t e r d a y ,  
t h ey  sh o u ld  t h e r e f o r e  be th e  s u b j e c t  o f  a more thorough  
i n v e s t i g a t i o n .  S in c e  t h e  l u l l a b y  i s  most  l i k e l y  th e
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f i r s t  k ind  o f  m usic  a c h i l d  i s  exposed t o ,  i t  would be 
r e a s o n a b l e  t o  presume t h a t  t h e s e  m e lo d ie s  m igh t  c o l o r  t h e  
c h i l d ' s  f u r t h e r  m u s i c a l  e x p e r i e n c e .
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CHAPTER I I  
"BÂNSULLEN"
D e f i n i t i o n
" B a n s u l l "  i s  t h e  Norwegian name f o r  a l i t t l e  
s im p le  melody to  be sung to  a s m a l l  c h i l d .  The word i s  
d i a l e c t a l .  "Ban" means c h i l d ,  and " s u l l "  means a s h o r t  
s im p le  melody.
T r a d i t i o n a l l y  t h e  " b a n s u l l "  was sung t o  p u t  a 
s m a l l  c h i l d  t o  s l e e p .  Over th e  y e a r s  t h e s e  songs  have 
a c q u i r e d  many o t h e r  f u n c t i o n s .  Some m e lo d ie s  a r e  used to  
make th e  c h i l d  l a u g h ,  w h i l e  o t h e r s  a r e  used t o  s t o p  the  
c h i l d  from c r y i n g . ^  In Norsk F o lkem usikksam l ing  
[Norwegian Folk  Music C o l l e c t i o n ] , the  m e lo d ie s  a r e  
d i v i d e d  i n t o  t h r e e  c a t e g o r i e s :  ( 1 ) B a n s u l l e r  [ L u l l a b i e s ] ,
( 2 ) B a n s u l l e r  med t e k s t  [ L u l l a b i e s  w i th  t e x t ] , and
( 3 ) B a r n e v i s e r  [ C h i l d r e n ' s  s o n g s ] . ^  S in ce  t h e s e  t h r e e  
g roups  o f  songs  a r e  used i n t e r c h a n g e a b l y  in  d a i l y  l i f e .
0 y s t e i n  G a u k s ta d ,  Toner f r a  v a l d r e s  [Tones from 
v a l d r e s ]  (GjOvik:  M a r ie n d a l s  B o k t r y k k e r i  Â7s, 1 9 7 3 ) ,  p.  
198.
^Tom H. H a lv o r se n  e t  a l . ,  "En u n d e r s o k e l s e  av 
b l n s u l l e r  f r a :  Lorn, Sogn , Rana, T r y s i l ,  V oss ,  Sor -Aurda l"  
[An e x a m in a t io n  o f  l u l l a b i e s  from: . . .  ] (Musikk 
mellomfag [2nd d e g re e  in  m u s i c ] .  U n i v e r s i t y  o f  O s lo ,
1973) , p .  1.
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6a l l  c a t e g o r i e s  have been in c lu d e d  in  t h i s  r e s e a r c h ,  and 
f o r  p r a c t i c a l  r e a s o n s  t h e y  a r e  m ent ioned  under  t h e  same 
name: l u l l a b y .
The t e x t s  in  most o f  th e  l u l l a b i e s  a r e  ab o u t  
p e o p l e ,  n a t u r e ,  and t h i n g s  c l o s e  t o  t h e  d a i l y  l i f e  o f  th e  
c h i l d .  L i f e  i n  t h e  " s a e t e r "  (summer farms up in  t h e  
m ounta ins)  i n f l u e n c e d  t h e  theme o f  many a l u l l a b y .  The 
l y r i c s  a r e ,  t h e r e f o r e ,  o f t e n  ab o u t  a n i m a l s .  Some tu n e s  
r e sem b le  th e  c a l l s  by t h e  shephe rd  a s  he h e r d s  th e  
a n im a l s  in  th e  m o u n ta in s ,  o r  th e  c a t t l e  c a l l s  used by th e  
s h e p h e r d e s s  t o  g e t  th e  an im a ls  back from t h e  f i e l d s  to  
t h e  farm in  t h e  e v e n i n g s .  Some l u l l a b i e s  have themes 
from th e  wor ld  o f  f a i r y  t a l e s ;  o t h e r s  a r e  more l i k e  
r i d d l e s .  Many songs  which were used t o  l u l l  t h e  l i t t l e  
ones  t o  s l e e p  a c t u a l l y  have no r e a l  t e x t ,  o n ly  a few 
nonsense  s y l l a b l e s ;  i . e . ,  " s u l l - l u l l . "
A par t  from th e  c a t t l e  c a l l s ,  h a r d l y  any o t h e r  
f o l k  music e x p r e s s i o n  has as  o ld  an o r i g i n  as  l u l l a b i e s . ^  
They became an im p o r t a n t  p a r t  o f  eve ryday  l i f e .  The 
c a t t l e  c a l l s  and sh e p h e rd  tu n e s  a r e  d i s a p p e a r i n g  t o g e t h e r  
w i th  th e  summer mounta in  farm and i t s  c u l t u r e ;  however,  
t h e  l u l l a b i e s  a r e  s t i l l  a l i v e  today  and in  use  a l l  around 
t h e  c o u n t r y . *  They s t i l l  s e rv e  t h e i r  f u n c t i o n ,  both  by 
th e  c r a d l e  and in  u p b r in g in g  th e  c h i l d .  A hundred and
^Arne B j 0 r n d a l ,  Norsk fo lkem us ikk  [Norwegian f o lk  
music] (Bergen :  A .s  Lunde & do .  F o r l a g ,  1952) , p.  200.
*Liv G r e n i ,  "F o lk em u s ik k ,"  p .  32.
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f i f t y  y e a r s  a g o ,  when t h e  f o l k  m usic  c o l l e c t o r s  f i r s t  
s t a r t e d  t h e i r  work,  t h e r e  were h u n d red s  o f  l u l l a b i e s  in  
common u s e .  B u t ,  u n f o r t u n a t e l y ,  even t h e s e  t y p e s  o f  f o l k  
m e lo d ie s  a r e  now r a p i d l y  d e c r e a s i n g  in  number.
L o c a t io n
The l u l l a b i e s  in  t h i s  s t u d y  a r e  t a k e n  from many 
g e o g r a p h i c a l  a r e a s .  To g i v e  a c l e a r e r  view o f  t h e s e  
a r e a s  a map o f  Norway i s  i n c lu d e d  (F ig .  1 ) .
H a l f  o f  th e  m e l o d i e s ,  t h e  l u l l a b i e s  t h a t  a r e  t o  be 
a n a l y z e d ,  a r e  g a t h e r e d  from t h r e e  p r i n c i p a l  v a l l e y s  in 
Norway: (1) V a l d r e s , (2) G u d b ran d sd a len  [G u d b ran d 's  
v a l l e y ] ,  and (3) O s t e r d a l e n  [ E a s t e r n  v a l l e y ] .  T oge the r  
t h e  v a l l e y s  c o n s t i t u t e  a l a r g e  p a r t  o f  E a s t e r n  Norway. 
Each o f  th e  v a l l e y s  i s  q u i t e  b road  w i th  a r i v e r  ru n n in g  
t h r o u g h ,  bounded by s t e e p  h i l l s i d e s .  G udbrandsda len  and 
O s t e r d a l e n  a r e  U -shaped ,  from a n c i e n t  t im e s  founded by 
g l a c i e r s ;  w h i l e  V a ld re s  i s  V - sh ap ed ,  founded by r i v e r s .  
A l though  none o f  t h e s e  v a l l e y s  has  been i s o l a t e d  from th e  
o u t s i d e  w o r ld ,  t h e  p e o p le  l i v i n g  in  a c e r t a i n  v a l l e y  have 
d e v e lo p e d  t h e i r  own s p e c i a l  c h a r a c t e r i s t i c s .  Th is  can be 
n o t i c e d  by d i f f e r e n c e s  in  language  ( d i a l e c t s ) ,  c u l t u r e ,  
and m u s ic .
V a ld r e s  i s  a p i c t u r e s q u e  v a l l e y  which s e r v e d  as  
t h e  o l d  highway between E a s t e r n  and Western  Norway. 
Accord ing  t o  O y s t e in  Gauks tad  in  Toner f r a  v a l d r e s  [Tones 
from V a l d r e s ] , th e  v a l l e y  was a c t i v e  in  t r a d e  w i th  Oslo 
and o t h e r  s u r r o u n d i n g  towns .  F o lk  d a n c i n g ,  which each
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F i g .  1.  Map o£ Norway showing th e  a r e a s  from 
where l u l l a b i e s  a r e  c o l l e c t e d .
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summer took  p l a c e  in  t h e  m o u n ta in s ,  b r o u g h t  t h e  p e o p le  
from t h e  s u r r o u n d i n g  v a l l e y s  t o g e t h e r .  The f e s t i v a l s  
a l s o  f o s t e r e d  an exchange  o f  a r t i s t i c  and m u s i c a l  v a l u e s .  
S o l d i e r s  and s t u d e n t s  b r o u g h t  home im p u lses  from o u t s i d e ,  
e s p e c i a l l y  from th e  Danish-Norwegian  c a p i t a l ,
C openhagen .5
G u dbrandsda len  i s  a s t a t e l y  v a l l e y  s i t u a t e d  
between v a l d r e s  and 0 s t e r d a l e n .  L ike  V a ld r e s  t h e r e  was a 
l i v e l y  c o n n e c t i o n  w i th  t h e  o u t s i d e  w o r ld .  I n f l u e n c e  on 
th e  f o l k  music  o f  t h i s  open v a l l e y  has  come from a l l  
d i r e c t i o n s ,  from Romsdalen,  Sunnmdre, t h e  F j o r d s ,
V a l d r e s ,  Hedmark, 0 s t e r d a l e n ,  and Ro)ros. ^ More th a n  the  
a r e a s  t o  th e  w e s t ,  t h e  f o l k  music  o f  G udbrandsda len  shows 
th e  i n f l u e n c e  o f  th e  c i t i e s ,  o f  th e  e d u c a te d  p e o p le  such 
as  th e  c l e r g y ,  th e  t e a c h e r s ,  t h e  s h e r i f f ,  e t c . ,  and even 
to  a c e r t a i n  d e g re e  Swedish music.?
F u r t h e s t  e a s t  o f  th e  t h r e e  v a l l e y s ,  r i g h t  on the  
b o rde r  o f  Sweden, i s  j d s t e r d a l e n .  With i t s  deep  f o r e s t s ,  
t h i s  v a l l e y  i s  n o t  as  open as  t h e  n e i g h b o r in g  v a l l e y ,  
G u d b ran d sd a len .  The more somber ,  m e lod ic  m e l o d i e s ,  and 
th e  p r e f e r e n c e  fo r  t h e  minor  mode, t y p i c a l  o f  t h i s  a r e a ,  
may r e f l e c t  t h e  n a t u r e  o f  th e  v a l l e y ;  b u t  even though th e
^G auks tad ,  p .  101.
®01e M. S a n d v ik ,  Folkemusikk i  G udbrandsda len  
[Folk  music  in  Gudbrandsdalen]  , 6nd e<3. ( 6 s l o :  For l a g e t  
Johan Grundt  Tanum, 1 9 48) ,  p .  12.
^Idem, Norsk fo lk e m u s ik k  [Norwegian f o l k  music] 
( K r i s t i a n i a ;  S te e n sk e  f o r l a g ,  1 9 21) ,  p.  13.
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music  seems a  b i t  i n t r o v e r t e d ,  i t  does  n o t  mean t h a t  the  
p e o p le  i n  t h e  v a l l e y  have been i s o l a t e d .  O s t e r d a l e n  had 
a l i v e l y  c o n n e c t i o n  w i th  i t s  n e i g h b o r in g  v a l l e y s .
C e r t a i n  r o u t e s  o v e r  t o  G udbrandsda len  and Opdal  were 
s h o r t ,  and a busy t r a d e  was m a in t a in e d  w i th  Hedmark.
Some a r e a s  had c o n t a c t  w i th  R0ros ,  o t h e r s  w i th  p a r t s  o f  
Sweden ( a r e a s  t h a t  be longed  to  Norway u n t i l  t h e  mid­
s e v e n t e e n t h  c e n t u r y  b u t  a r e  now p a r t  o f  Sweden) . Among 
th e  l u l l a b i e s  t a k e n  from t h i s  v a l l e y ,  one melody r e c o rd e d  
in  S a r n a ,  Sweden, in  t h e  1920s ,  i s  o r i g i n a l l y  Norwegian. 
Another  c o u p le  o f  l u l l a b i e s  a r e  supposed t o  have been 
d e r i v e d  from Vage in  G u d b r a n d s d a l e n .&
The c o l l e c t i o n s  from t h e s e  t h r e e  v a l l e y s  
c o n s t i t u t e  t h e  main body o f  t h e  m a t e r i a l  which has  been 
a n a l y z e d ,  t h e  r e s u l t s  o f  which a r e  d i s c u s s e d  in  a l a t e r  
c h a p t e r .  A s e a r c h  fo r  o t h e r  Norwegian l u l l a b i e s  r e s u l t e d  
in  a p p r o x im a te ly  150 a d d i t i o n a l  l u l l a b i e s .  Most a r e  o f  a 
more r e c e n t  o r i g i n  th a n  t h e  c o l l e c t i o n s  a l r e a d y  
m e n t io n e d .
A n t h o lo g ie s  o f  L u l l a b i e s  
The Three  P r i n c i p a l  v a l l e y s  
The c o l l e c t i o n  o f  f o l k  music  from t h e  va limeys o f  
V a l d r e s ,  G u d b r a n d sd a len ,  and O s t e r d a l e n  s t r e t c h e s  over  a 
p e r i o d  o f  more t h a n  one hundred  y e a r s .  The e a r l i e s t
®Idem, Q s t e rd a l s m u s ik k e n  [Music o f  O s t e r d a l e n ]  
(Oslo ;  F o r l a g e t  Johan  Grundt  tanum, 1943; r e p r i n t  e d . ,  
O s lo :  Noregs  B ok lag ,  1 9 7 9 ) ,  pp .  29, 80.
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r e c o r d e d  m e lo d ie s  from v a l d r e s  were by th e  Danish 
c o l l e c t o r  Andreas  P. B erggren  (1 8 0 1 -8 0 ) ,  from t h e  m idd le  
1840s .  S e v e r a l  o t h e r  c o l l e c t o r s  fo l lo w e d  him. Ludvig H. 
Lindeman (1 8 1 2 -8 7 ) ,  who has  t o  be r e g a r d e d  a s  one o f  th e  
p i o n e e r s  in  t h e  g a t h e r i n g  o f  f o l k  m u s i c ,  t o u r e d  v a l d r e s  
in  1848,  1862, and 1865.  The m e lo d ie s  from h i s  1848 t o u r
were g a t h e r e d  in  a  c o l l e c t i o n  c a l l e d  A e ld re  og n y e re
n o r sk e  f j e l d m e l o d i e r  [ E a r l i e r  and more r e c e n t  Norwegian 
m oun ta in  m e l o d i e s ] .  (See f i g .  2 . )  T h is  book c o n t a i n s  
more th a n  s i x  hundred  m e lo d ie s  o f  v a r i o u s  t y p e s  from 
d i f f e r e n t  p a r t s  o f  Norway.*
L a t e r  t r a n s c r i p t i o n s  were made by C a t h e r i n e s  
E l l i n g  (1906-08 and 1 9 16) ,  Ole MOrk Sandvik  (1 9 1 6 ) ,  E r ik  
Eggen (1929,  1930,  and 1 9 3 1 ) ,  S ig u rd  I s landsm oen  (1934,  
1946, and 1 9 4 9 ) ,  and o t h e r s .  Gauks tad  has  s e l e c t e d  from 
a l l  t h e s e  s o u r c e s ,  t r a n s c r i b e d  some t a p e  r e c o r d i n g s  made 
by th e  Norwegian B r o a d c a s t i n g  C o r p o r a t i o n ,  p e r  G o p le ru d ,  
and h i m s e l f ,  and g a t h e r e d  them a l l  in  h i s  book Toner f r a  
V a l d r e s . I t  c o n t a i n s  s e v e n ty - tw o  l u l l a b i e s ,  a r r a n g e d  
a c c o r d in g  to  v a r i a n t  r e l a t i o n s . ^ ®
The main c o l l e c t o r  o f  f o l k  m usic  from
G udbrandsda len  and O s t e r d a l e n  i s  Sandvik  ( 1 8 7 5 -1 9 7 6 ) ,  an
a c t i v e  f o l k  m usic  r e s e a r c h e r .  He has  w r i t t e n  s e v e r a l  
books w i th  c o l l e c t i o n s  o f  f o l k  music  from d i f f e r e n t  p a r t s
* G au k s tad ,  pp.  9,  103. 
l ^ I b i d . ,  p.  100.
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F i g .  2.  T i t l e  page t o  t h e  f i r s t  e d i t i o n  o f  
L in d em an 's  c o l l e c t i o n  A id re  o f  Nyere Norske 
F j e l d m e l o d i e r  (1853-67)
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o f  Norway, working  s i n c e  t h e  e a r l y  1900s .  The l u l l a b i e s  
from G u dbrandsda len  a r e  found in  h i s  book Folkemusikk  f r a  
G udbrandsda len  [Fo lk  music  from G u d b r a n d s d a l e n ] , which 
was f i r s t  p r i n t e d  in  1919. The second  e d i t i o n ,  p u b l i s h e d  
in  1948, c o n t a i n s  h i s  own f o l k  m usic  t r a n s c r i p t i o n s  p l u s  
a supp lem en t  o f  a  p a r t  o f  Lindeman*s c o l l e c t i o n  o f  f o lk  
m e lo d ie s  from t h i s  a r e a .  The l u l l a b i e s  c o l l e c t e d  a r e  
c h i e f l y  t a k e n  from t h e  n o r t h e r n  p a r t s  o f  t h e  v a l l e y .  By 
c o u n t in g  th e  d i f f e r e n t  v a r i a n t s  o f  a melody,  t h e r e  a r e  
f o r t y - e i g h t  t u n e s  a l t o g e t h e r .
The m e lo d ie s  and t h e i r  v a r i a n t s  from th e  t h i r d  
v a l l e y ,  d s t e r d a l e n ,  a r e  t h i r t y - f o u r  in  number.  They were 
g a t h e r e d  a few y e a r s  l a t e r  th a n  th e  t u n e s  from 
G u d b ra n d sd a len ,  most  o f  them in  th e  1920s .  These 
l u l l a b i e s  a r e  found in  s a n d v ik * s  book # s t e r d a l s m u s i k k e n  
[Music o f  0 s t e r d a l e n ] , which was f i r s t  p r i n t e d  in  1943.
A r e p r i n t  e d i t i o n  was p u b l i s h e d  pos thum ous ly  in  1979.
O th e r  Norwegian L u l l a b i e s  E x t a n t  
A p a r t  from t h e  m e lo d ie s  a l r e a d y  p u b l i s h e d  in 
Toner f r a  V a l d r e s , e i g h t  more l u l l a b i e s  from Lindeman*s 
c o l l e c t i o n ,  A e ld re  og n y e re  n o r sk e  f j e l d m e l o d i e r , have 
been g a t h e r e d .  These  t u n e s  a r e  from s e l j o r d  and . 
H a u k e l i f j e l l  in  T e le m ark ,  v a l d r e s ,  and Trondheim.
^Ludvig M. Lindeman, A e ld re  og Nyere n o r sk e  
f j e l d m e l o d i e r  [ E a r l i e r  and more r e c e n t  Norwegian mountain 
m e l o d i e s [ C h r i s t i a n i a :  P. T. M a i l i n g ' s  F o r l a g ,  1853-67,  
1907; r e p r i n t  e d . ,  O s lo :  Norsk M u s ik k fo r i a g  A/S & 
Lindemans L e g a t ,  1983) .
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E l l i n g  (1858-1942 ) ,  a keen f o l k  music  r e s e a r c h e r  
and a n o th e r  o f  G a u k s t a d ' s  s o u r c e s ,  i s  t h e  c o l l e c t o r  o f  
f i f t e e n  more m e lo d ie s  from Lom in  G u d b r a n d sd a le n ,  Toten 
in  Oppland,  Te lem ark ,  Sunnmpre, and N o r d f j o r d .  These 
t u n e s  were g a t h e r e d  under  t h e  p e r i o d  between 1908 and 
1925. N e a r ly  a l l  a r e  ta k e n  from two o f  h i s  books :  Norske 
f o l k e v i s e r  [Norwegian f o l k  tu n es ]  and y o re  f o lk e m e lo d i e r
[Our f o l k  m e l o d i e s ] .
Twenty m e lo d ie s  p u b l i s h e d  by A. Hole in  1930 a r e  
from v a r d a l  in Oppland (from v a r d a l  b y g d eb o k ) ; two 
m e lo d ie s  a r e  from S 0 r -O d a l  in  Spr-Hedmark, by M. Aurom 
(1942) ;  and one melody i s  from Grue in  G lam dalen ,  by S. 
H o l t  ( 1 9 4 6 -4 7 ) .
A l a r g e r  c o l l e c t i o n  o f  f o r t y - o n e  l u l l a b i e s  i s  
t a k e n  from T r p n d e l a g .  The m e lod ie s  a r e  r e c o r d e d  o v e r  a 
p e r i o d  o f  n e a r l y  f i f t y  y e a r s  (1928-70) and p u b l i s h e d  by 
Helge D i l l a n  in  Folkemusikk i T ro n d e lag  [Fo lk  music  in 
T r p n d e l a g ] . H
Liv G r e n i ,  a p r o f e s s o r  o f  music  a t  t h e  u n i v e r s i t y  
o f  O s lo ,  has  done a s tu d y  o f  th e  m e lod ic  fo rm u la s  in 
l u l l a b i e s  from S e t e s d a l .  The m a t e r i a l  f o r  her  s tu d y  was 
g a t h e r e d  th ro u g h  th e  summers o f  1950, 1952, and 1956,  and 
th e  r e s u l t s  o f  her  r e s e a r c h  a r e  d i s c u s s e d  in  a l a t e r
^ 2 ( c h r i s t i a n i a :  Norsk M u s ik k f o r i a g ,  1908-25) and 
( C h r i s t i a n i a :  J a c o b  Dybwad, 1909) .
^ ^ (O s lo :  Noregs Boklag,  1972) .
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c h a p t e r . F r o m  t h r e e  o f  G ren i* s  a r t i c l e s  on Norwegian 
f o l k  m u s ic ,  e l e v e n  l u l l a b i e s  have been  s e l e c t e d  t o  be 
p a r t  o f  t h i s  c o l l e c t i o n .
The t h r e e  l a s t  c o l l e c t i o n s  o f  m e lo d ie s  a r e  t ak e n  
from th e  w r i t t e n  works o f  e i g h t  s t u d e n t s  a t  th e  
U n i v e r s i t y  o f  O s lo .  The s t u d i e s  were done in  th e  f a l l  o f  
1973 and 1974.  One s t u d e n t ,  R agnh i ld  E. P a u l s e n ,  
t r a n s c r i b e d  f i v e  l u l l a b i e s  from Lom in  G u d b ran d sd a len .  
These t r a n s c r i p t i o n s  were made from t a p e  r e c o r d i n g s  o f  
v a r i a n t s  to  m e lo d ie s  found in  S a ndv ik*s  c o l l e c t i o n  from 
th e  1920s.  The p u rp o se  o f  he r  s tu d y  was t o  u n d e r l i n e  how 
d i f f e r e n t  t h e  same l u l l a b y  can sound in  t h e  same p a r t  o f  
th e  c o u n t r y .
Another  s t u d e n t ,  Rachel  J .  L a r s e n ,  went i n t o  the  
f j o r d s  in  th e  W estern  p a r t  o f  Norway, to  s e r e i d e ,
H0yanger commune in Sogn,  where she  c o l l e c t e d  s e v e r a l  
t y p e s  o f  v o c a l  f o l k  m e lo d ie s .  I t  seemed t o  her  t h a t  i t  
was th e  l u l l a b i e s  p e o p le  remembered b e s t  o f  a l l . ^ ^
The f i n a l  t h i r t y  l u l l a b i e s  a r e  p a r t  o f  an 
a n a l y s i s  done by a n o t h e r  s i x  s t u d e n t s  from t h e  U n i v e r s i t y  
o f  O s lo .  These l u l l a b i e s  a r e  t r a n s c r i b e d  t a p e  r e c o r d i n g s  
from th e  a r c h i v e s  o f  Norsk F o lk e m u s ik k s a m l in g . These
^ 4 " B a n s u l l e r  i  S e t e s d a l , "  Norveg [ L u l l a b i e s  in 
S e t e s d a l ,  Norway], 7 ,  13; O s lo ;  1960.
^ ^ " B â n s u l l e r  i  l evende  t r a d i s j o n  i  S ^ re id e "  
[ L u l l a b i e s  in  l i v i n g  t r a d i t i o n  in  S d r e id e ]  (Musikk 
g ru n n fag  [ 1 s t  d e g re e  in m u s ic ] ,  u n i v e r s i t y  o f  O s lo ,  
1974) , pp .  1,  2.
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r e c o r d i n g s  a r e  from s i x  d i f f e r e n t  a r e a s  o f  Norway: Lom in  
G u d b ra n d sd a le n ,  T r y s i l  in  # s t e r d a i e n ,  S * r - A u r d a l  in 
V a l d r e s ,  Rana in  North  o f  Norway, Voss ,  and Sogn.
These  c o l l e c t i o n s  c o n t a i n  a l a r g e  number o f  th e  
known p u b l i s h e d  l u l l a b i e s .  For c o m p le te  i n f o r m a t i o n  on 
th e  d i f f e r e n t  c o l l e c t i o n s ,  see  t h e  l i s t  i n  Appendix 1.  
S u p p lem en ta ry  m a t e r i a l  o f  known p u b l i s h e d  l u l l a b i e s  and 
r e c o r d i n g s  o f  l u l l a b i e s  n o t  i n c l u d e d  in  t h i s  r e s e a r c h  i s  
l i s t e d  in  Appendix  2.
C h a r a c t e r i s t i c s  o f  t h e  L u l l a b y  
H i s t o r i c a l l y ,  t h e  l u l l a b i e s  g i v e  some o f  th e  most 
v a l u a b l e  m a t e r i a l  w i t h i n  th e  f o l k  m usic  t r a d i t i o n .  They 
span t h e  whole deve lopm ent  o f  v o c a l  f o l k  m u s ic .  M elodies  
c o l l e c t e d  more th an  a hundred y e a r s  ago have 
c h a r a c t e r i s t i c s  which have p e r s i s t e d  s i n c e  a n c i e n t  t i m e s .  
Examples o f  t h i s  can above a l l  be seen  in  th e  use  o f  
q u a r t e r  t o n e s .
The q u a r t e r  t o n e s  a r e  a c t u a l l y  i n d e t e r m i n a t e  
p i t c h e s .  These  seem to  have t h e i r  o r i g i n  as  f a r  back as  
th e  G r e g o r i a n  C h a n t . T h e r e  a r e  more th a n  t h r e e  t im es  
as  many examples  o f  q u a r t e r  t o n e s  in  t h e  l u l l a b i e s  o f  
G u dbrandsda len  th an  t h o s e  of  # s t e r d a l e n .  The tu n i n g  o f  
th e  d u l c im e r  had " h a l f - h i g h "  t o n e s  on t h e  s i x t h ,  s e v e n t h ,  
and f o u r t h  d e g r e e  o f  t h e  s c a l e ,  t h e  s o - c a l l e d  " n a t u r e -
^®Sandvik,  Folkemusikk  f r a  G u d b r a n d s d a l e n , p.  48. 
^^Idem, Norsk fo lk e m u s ik k ,  p .  76.
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s c a l e " .  Th is  i n s t r u m e n t  was much p la y e d  in  
G u dbrandsda len  and v a l d r e s ,  b u t  n o t  in  d s t e r d a l e n . ^ B
Another  t r a c e  o f  t h e  a n c i e n t  o r i g i n  o f  th e  
l u l l a b y  a p p e a r s  in t h e i r  t en d en c y  tow ards  chu rch  modes, 
p e n t a t o n a l i s m ,  and th e  p r e d i l e c t i o n  f o r  t h e  minor mode.
In  d s t e r d a l s m u s i k k e n  o n ly  one l u l l a b y  i s  r e c o rd e d  in  p u re  
m a j o r .  Although some m e lo d ie s  s t a r t  o u t  in m a jo r ,  th ey  
end in  m in o r .  In G udbrandsda len  th e  m ajor  mode i s  used  
mors f r e q u e n t l y ,  b u t  even t h e r e ,  minor t u n e s  a r e  in  th e  
m a j o r i t y . Although t h e  number o f  major  tu n e s  i n c r e a s e  
th e  f u r t h e r  w es t  one t r a v e l s ,  t h e r e  s t i l l  seems to  be a 
p r e f e r e n c e  f o r  minor in  th e  r e s t  o f  t h e  l u l l a b i e s  
g a t h e r e d  from o t h e r  p a r t s  o f  t h e  c o u n t r y .
Most o f  the  l u l l a b i e s  were sung unaccompanied;  
and a few were a c t u a l l y  p la y e d  on an i n s t r u m e n t .  In th e  
E a s t e r n  p a r t  o f  Norway t h e  fo re m o s t  i n s t r u m e n t  has  been 
th e  German v i o l i n ;  however ,  th e  f l u t e ,  t h e  s h e p h e r d ' s  
horn [ l u r 1, t h e  r a m 's  horn  I bukkehorn] , t h e  du lc im er  
[ l a n g e l e i k ] , and th e  j e w ' s - h a r p  [munnharpe] have a l s o  
been in f r e q u e n t  use over  th e  y e a r s .  U n f o r t u n a t e l y ,  many 
o f  t h e s e  i n s t r u m e n t s  a r e  to d ay  r e g a rd e d  a s  a lm o s t  
a n t i q u e s .  The main i n s t r u m e n t  in  th e  W estern  p a r t  o f  
Norway i s  t h e  f i d d l e  [h a r d i n g f e l e ] . Th is  i n s t r u m e n t  has
1 o B ja r n e  K o r t s e n ,  77 Norwegian L u l l a b i e s  
a c c o r d i n g  t o  Dr .  0.  M. SanSvik  (Bergen ;  By th e  A u th o r , 
So lbakken  17, 5000 B erg en ,  Ï 9 7 0 ) , p.  7.
19gandv ik ,  0 s t e r d a l s m u s i k k e n , p.  28.
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f o u r  s t r i n g s  which may be p l ay ed  w i th  a bow, p l u s  o t h e r  
s t r i n g s  which v i b r a t e  s y m p a t h e t i c a l l y .  The f u r t h e r  n o r th  
one g o e s ,  th e  l e s s  i n s t r u m e n t a l  music has  been 
c u l t i v a t e d ,  a l t h o u g h  t h e  use  o f  th e  v i o l i n  i s  s t i l l  
n o t e d .  The Laps in  t h e  ve ry  f a r  n o r t h ,  f o r  example ,  
t o t a l l y  l a c k  any form o f  i n s t r u m e n t a l  music.^0
Like most  f o l k  music  t h e  l u l l a b i e s  a r e  o r a l l y  
t r a n s m i t t e d  and a r e ,  t h e r e f o r e ,  s u b j e c t  t o  c h a n g e .  Many 
f o l k  s i n g e r s  im p ro v i s e  and seldom s in g  a melody th e  same 
way t w i c e .
For most o f  t h e  m e lo d ie s  s t u d i e d  in t h i s  
document,  the  name o f  th e  f o lk  s i n g e r  i s  known. 
A pprox im a te ly  300 l u l l a b i e s  have been in c lu d e d  in  t h i s  
s t u d y .  The songs  o f  more th an  125 d i f f e r e n t  p e r s o n s  have
been c o l l e c t e d ;  more th a n  h a l f  were women.
The s t e a d y  r o c k in g  o f  th e  c h i l d  in  t h e  c r a d l e  or  
in  t h e  arms o f  t h e  f o l k  s i n g e r  i s  a d e t e r m in in g  f a c t o r  
f o r  th e  usage o f  m etre  in  th e  l u l l a b i e s .  The most 
employed m e t re s  a r e  in  two- t im e (2 /4  and 4 /4)  and 6 / 8 .  
These seemed t o  most  e f f i c i e n t l y  p u t  th e  c h i l d  t o  s l e e p .  
But t h e r e  a r e  q u i t e  a few which a l s o  use 3/4 t i m e .
The ran g e  o f  t h e  m e lo d ie s  i s  u s u a l l y  q u i t e  s m a l l .
In most l u l l a b i e s  i t  s t r e t c h e s  o v e r  a f i f t h  or  a s i x t h .  
Sometimes i t  pays  a b r i e f  v i s i t  to  th e  s e v e n th  below th e
^®Arnt Bakke,  "Folkemusikk i  N ord-Norge ,"  O t t a r  
P o p u la e r e  s m â s k r i f t e r  f r a  Tromso Museum [Folk  m usic  in 
n o r t h  o f  Norway, O t t a r ;  Popu lar  j o u r n a l s  from Tromsp 
Museum] 13/2 (March 1957) : 6.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
19
t o n i c ,  oc t h e  p h r a s e  has  an u p b e a t  on th e  dominant  below. 
Sometimes t h e  range  i s  expanded t o  an o c t a v e ,  o r  even 
f u r t h e r  in some o f  t h e  i n s t r u m e n t a l  l u l l a b i e s .  The 
t o n i c ,  f i f t h ,  and t h e  t h i r d  a r e  t h e  most  i m p o r t a n t  
p i t c h e s ,  and o f t e n  t h e  melody l a c k s  t h e  s i x t h  and th e  
s e v e n th  s c a l e - d e g r e e s .
The melody u s u a l l y  moves d i a t o n i c a l l y .  Few l a r g e  
i n t e r v a l s  a r e  employed,  i n  th e  more r e c e n t  c o l l e c t i o n s ,  
a t en d en cy  tow ards  more t r i a d i c  o u t l i n e  o f  the  melody i s  
p r o m in e n t ,  a f a c t  t h a t  shows th e  g r a d u a l  change w i t h i n  
f o l k  music  t o  more c o n tem p o ra ry  t o n a l i t y .  E s p e c i a l l y  in  
t h e  e a r l i e r  c o l l e c t i o n s ,  a few ornam en ts  a r e  used  to  
e m b e l l i s h  t h e  m e lo d ie s .
T e x t u a l l y  t h e  l u l l a b i e s  a r e  u s u a l l y  sung in  t h e  
d i a l e c t  of  t h e  d i f f e r e n t  a r e a s .  The t e x t s  o f t e n  seem to  
be th e  most  i m p o r t a n t  f a c t o r  in d e t e r m in i n g  th e  m e lo d y ' s  
form. There  seems t o  be no f i x e d  form among th e  
l u l l a b i e s ,  a l th o u g h  many a r e  in two or  t h r e e  p a r t s .
Q u i t e  o f t e n  t h e  melody i s  s im p ly  c o n s t r u c t e d .  T h is  i s  
p r o b a b ly  due to  the  f a c t  t h a t  a c o m p l i c a t e d  tu n e  would 
f a i l  i t s  main pu rp o se  in  r o c k in g  th e  c h i l d  to  s l e e p .  The 
l e n g t h  o f  t h e  melody v a r i e s — some a r e  j u s t  a few b a r s  o r  
a c o u p le  o f  p h r a s e s ;  o t h e r s  a lo n g e r  " c o m p o s i t i o n . "  Over 
a l l  t h e y  a r e  u s u a l l y  s h o r t .  Many t im e s  th e  melody i s  
made up o f  a few r e c u r r i n g  m o t iv e s .
p .  6.
^^H alvorsen  e t  a l . ,  " ü n d e r s 0 k e l s e  av b â n s u l l e r , "
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CHAPTER I I I  
ANALYTIC TECHNIQUE
C e n t o n i z a t i o n
Foe a number o f  y e a r s  r e s e a r c h e r s  have b e l i e v e d  
t h a t  f o l k  music  t o  a l a r g e  e x t e n t  i s  b u i l t  on c e r t a i n  
fo rm u la s  o r  m o t i v e s .  Ole M. Sandvik  o b s e rv e d  t h i s  as  
e a r l y  a s  t h e  1 9 2 0 s .^
H an s -J0 rg en  Holman has  done some s t u d i e s  on t h e  
r e c u r r i n g  m e lo d ic  m a t e r i a l  ( c e n t o n i z a t i o n )  in  Norwegian 
v o c a l  f o l k  m u s ic ,  e s p e c i a l l y  w i t h i n  t h e  r e l i g i o u s  f o l k  
t u n e s .  He a s s e r t s  t h a t :
The use  o f  c e n t o n i z a t i o n  t e c h n i q u e  in  th e  m e lo d ic  
m a t e r i a l  found between cadence  p o i n t s — n o t  o n ly  t h e  
m e lo d ic  m a t e r i a l  i t s e l f — in  t h e  v o c a l  f o l k  music o f  
Norway i s  o f t e n  v e ry  s i m i l a r  to  t h a t  found in 
g r e g o r i a n  c h a n t .  At t i m e s ,  th e  r e c u r r i n g  m elod ic  
m a t e r i a l  i s  e n t i r e l y  i d e n t i c a l  as  i t  a p p e a r s  in 
d i f f e r e n t  t u n e s .
The te rm c e n t o n i z a t i o n ,  comes from L a t i n  and
a c t u a l l y  means " p a tc h w o rk ."
The te rm i s  modern,  borrowed from p o e t r y  by F e r r e t t i  
in  1934,  and has  been a p p l i e d  m ain ly  t o  G re g o r ia n  and 
o t h e r  c h a n t .
S in ce  t h e  19th  c e n t u r y  some s c h o l a r s  have 
r e c o g n iz e d  th e  r o l e  p l a y e d  in some music  by
^S andv ik ,  Norsk f o lk e m u s i k k , p .  55.
2
Holman, " C e n t o n i z a t i o n  T e c h n iq u e " ,  p . 340.
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t r a d i t i o n a l  a p t n e s s  r a t h e r  t h a n  o r i g i n a l i t y ;  th e  
n o t i o n  o f  c e n t o n i z a t i o n  has  g r a d u a l l y  grown o u t  o f  
t h i s  r e c o g n i t i o n . 3
Holman a l s o  found t h a t :
In  t h e  computer  p r i n t o u t s  in v o lv in g  th e  f o l k  
t u n e s ,  a l a r g e  number o f  r e c u r r i n g  m e lo d ic  p a t t e r n s ,  
f o u r  t o  t e n  o r  more n o t e s  l o n g ,  a r e  fo und .  While 
some o f  t h e s e  p a t t e r n s  a r e  un ique  t o  a p e r s o n  o r  a 
v a l l e y  o r  a ty p e  o f  v o c a l  m u s i c ,  o t h e r s  pe rm ea te  most  
a l l  o f  t h e  music  s t u d i e d ; . . . *
As m en t ioned  e a r l i e r ,  Liv Gren i  in  196.0 w ro te  an 
a r t i c l e  ab o u t  t h e  use  o f  t r a d i t i o n a l  m u s i c a l  fo rm u la s  in  
th e  l u l l a b i e s  o f  S e t e s d a l .  She p o i n t e d  o u t  t h a t  a l a r g e  
number o f  th e  m e lo d ie s  from t h e  upper  p a r t  o f  t h i s  v a l l e y  
can be reduced  to  v a r i a n t s  o f  a l i m i t e d  number o f  m e lo d ic  
f o r m u l a s . 5
But as  y e t ,  i t  a p p e a r s  t h a t  th e  f u l l  e x t e n t  o f  
c e n t o n i z a t i o n  t e c h n i q u e  found in  Norwegian v o c a l  f o lk  
music  has  n o t  been f u l l y  r e c o g n i z e d . ^
Methodology
The p u rp o se  o f  t h i s  computer  a n a l y s i s  was to  
examine th e  d i f f e r e n t  m o t iv e s  which c o n s t i t u t e  t h e  melody 
o f  a l u l l a b y ,  o f  most i n t e r e s t  to  t h i s  s t u d y  a r e  the
^The New Grove D i c t i o n a r y  o f  Music and M u s i c i a n s , 
1980 e d . ,  s . v .  " c e n t o n i z a t i o n , "  by G eo f f rey  Chew.
^Holman, " C e n t o n i z a t i o n  T echn ique" ,  pp.  342-343.
^ G ren i ,  " B a n s u l l e r  i  S e t e s d a l " ,  pp. 13-28 .
^Holman, " I n t e g r a t i n g  Melodic  E lements  and 
M o d a l i ty  in  Norwegian R e l i g i o u s  Folk  T u n es ,"  paper  
p r e s e n t e d  a t  t h e  25th C o n fe ren ce  o f  th e  i n t e r n a t i o n a l  
Folk  Music C o u n c i l ,  O s lo ,  Norway, 1979, p.  5.
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f r e q u e n t l y  r e c u r r i n g  m o t i v e s .  However,  i t  i s  a l s o  
i m p o r t a n t  t o  n o t i c e  which fo rm u la s  seldom a p p e a r ,  or  
which fo rm u las  never  ap p ea r  in  t h e s e  m e l o d i e s .
The l u l l a b i e s  from t h e  v a l l e y s  o f  V a l d r e s ,  
G u d b ra n d sd a le n ,  and 0 s t e r d a l e n  a r e  a n a ly z e d  in  the  n e x t  
c h a p t e r .  The a n a l y s i s  i s  o r g a n iz e d  in  t h r e e  p a r t s :  (I)  
t h e  r e p r e s e n t a t i v e  m o t iv e s  o f  each  v a l l e y ,  (2) a 
com par ison  o f  th e  f o rm u la s  from th e  d i f f e r e n t  v a l l e y s ,  
and (3) an i d e n t i f i c a t i o n  o f  th e  m o t iv e s  which a r e  common 
t o  a l l  t h e  v a l l e y s .
In  o r d e r  t o  a s s u r e  an e f f i c i e n t  s t u d y  o f  th e  
m a t e r i a l  a l r e a d y  c o l l e c t e d ,  th e  m e lo d ie s  a r e  e n t e r e d  i n t o  
a computer f i l e  ( d a t a  base)  f o r  c o m p a r i s o n .?  Arranged 
a c c o r d in g  to  c o l l e c t i o n s ,  the  t u n e s  a r e  g iv e n  t h e i r  own 
numbers;  and t h e  d i f f e r e n t  c o l l e c t i o n s  a r e  a s s i g n e d  an 
a b b r e v i a t e d  t i t l e .  A l l  v a r i a n t s  o f  m e lo d ie s  have an 
i n d i v i d u a l  number . (See th e  l i s t  in Appendix 3 r e g a r d in g  
numbering and a b b r e v i a t i o n s . )
A ccord ing  t o  t e x t u a l  o r  m e lod ic  p a t t e r n s  th e
The Andrews U n i v e r s i t y  d a t a  base  was i n i t i a l l y  
b u i l t  by p r o f e s s o r  H an s -Jp rg en  Holman " . . .  t o  compare 
t h e  r e c u r r i n g  m e lo d ic  m a t e r i a l  o f  Norwegian v o c a l  f o l k  
m usic  w i th  t h e  t y p e s  o f  m e lod ic  m a t e r i a l  t h a t  
h i s t o r i c a l l y  had been a s s o c i a t e d  in  one way o r  a n o th e r  
w i th  o r  was c o n c e i v a b l y  i n f l u e n t i a l  in  forming the  
m e lo d ic  i n f l e c t i o n  in  t h i s  f o l k  m u s ic .  I t  i n c l u d e s ,  
b e s i d e s  t h e  Norwegian f o l k  m u s ic ,  f o l k  music o f  the  o t h e r  
S c a n d in a v ia n  c o u n t r i e s ,  L u th e ran  c h o r a l e s  from Lu the ran  
p s a l t e r s  used in  Norway, c h a n t s  from E n g l i s h  t w e l f t h -  and 
t h i r t e e n t h - c e n t u r y  c h a n t  m a n u s c r i p t s  and th e  L iber  
U s u a l i s ,  v o c a l  f o l k  music  from o t h e r  Western  European 
c o u n t r i e s ,  and Troubadour  and T rouvère  m u s ic ,  . . . ."  
(Holman, " C e n t o n i z a t i o n  T e ch n iq u e " ,  pp. 336, 337.)
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t u n e s  ace  d i v i d e d  i n t o  p h r a s e s  r a n g in g  from 3 t o  23 n o te s  
in  l e n g t h .  The a v e r a g e  melody c o n s i s t s  o f  4 to  5 
p h r a s e s .  There  i s  a g r e a t  d i v e r s i t y  in t h e  p h ra s e  l e n g t h  
o f  many l u l l a b i e s .  I t  i s  n o t  a lways  c l e a r  where t o  s p l i t  
a melody i n t o  p h r a s e s ;  hence  t h e s e  p h r a s e s  may be q u i t e  
i r r e g u l a r  in  rhythm and form.
Each melody has  been s t u d i e d  to  d e t e r m in e  i t s  
t o n a l  c e n t e r .  E s p e c i a l l y  in  t h e  o l d e r  l u l l a b i e s ,  t h e  use 
o f  a n c i e n t  m o d a l i t y  and m o d u la t io n s  makes t h e  t a s k  o f  
d e t e r m in i n g  a  t o n i c  d i f f i c u l t  a t  t i m e s .  When a tu n e  can 
n o t  be a s s i g n e d  t o  a t o n a l i t y  o r  a  mode, or  when a tune  
a p p e a r s  t o  have no t o n a l  c e n t e r ,  one i s  a r b i t r a r i l y  
chosen  f o r  r e f e r e n c e .  With the  a s s i g n e d  t o n a l  c e n t e r  as  
number 1, each  p i t c h  has  been g iven  a s e p a r a t e  number in 
r e l a t i o n  to  t h e  t o n a l  c e n t e r .  The o c t a v e  above th e  t o n i c  
t h u s  becomes number 8, and th e  o c t a v e  below - 1 .  An 
example o f  a p h r a s e  w i th  i t s  numbering a p p e a r s  in f i g .  3.
1 5 4 2 3 2 - 7 1
F i g .  3. Example o f  a numbered p h r a s e .
A l l  r e p e t i t i o n  o f  p i t c h e s  i s  o m i t t e d  s i n c e  t h e i r  
o c c u r r e n c e  in  t h e  melody u s u a l l y  i s  d e te rm in e d  by t h e  
number o f  s y l l a b l e s  in  t h e  t e x t .  S in ce  each  s t a n z a  may 
have a d i f f e r e n t  number o f  s y l l a b l e s  t h e r e  i s  a v a r i a t i o n  
in  the  number o f  t im e s  t h e  un ison  ap p ea r  in  each  v e r s e .
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Therefore, repeated pitches are not significant in the 
outline of the different motives. Ornaments and passing 
notes, however, are retained in the data base. The 
opening pattern of a phrase, the incipit, and the closing 
pattern of a phrase, the cadence, are compared with each 
other both untransposed and transposed.
The l u l l a b i e s  from t h e  t h r e e  v a l l e y s  a r e  a n a ly z e d  
and r e p o r t e d  s e p a r a t e l y .  In o r d e r  t o  p i n p o i n t  
d i f f e r e n c e s  and s i m i l a r i t i e s  in  th e  m e lo d ie s  o f  the  
d i f f e r e n t  v a l l e y s ,  t h e  l u l l a b i e s  from each  v a l l e y  a r e  
compared w i th  each  o t h e r . The t o t a l  number o f  l u l l a b i e s  
g a t h e r e d  i s  303. H a l f  o f  t h e s e ,  t h e  m e lo d ie s  which a r e  
t o  be a n a ly z e d  o r i g i n a t e d  from t h e  t h r e e  v a l l e y s ,  namely: 
v a l d r e s ,  G u d b ra n d sd a le n ,  and p s t e r d a l e n ,  and h a l f  from 
c o l l e c t i o n s  made in  o t h e r  l o c a t i o n s .  The m e lo d ie s  from 
th e  t h r e e  v a l l e y s  a r e  a n a ly z e d  in  d e t a i l  by means o f  
c e n t o n i z a t i o n  and w i th  th e  h e l p  o f  a l a r g e  c o m p u te r .
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CHAPTER IV
ANALYSIS OF LULLABIES FROM THE THREE VALLEYS
Lullabies from valdres
The m e lo d ie s  from v a l d r e s  c o n s t i t u t e  th e  l a r g e s t  
g roup  o f  t h e  l u l l a b i e s  from t h e  t h r e e  v a l l e y s .  Each o f  
t h e  s e v e n ty - tw o  m e lo d ie s  i s  d i v i d e d  i n t o  an a v e rag e  o f  
f i v e  p h r a s e s  r a n g i n g  from 3 t o  20 n o t e s  e a c h .  There  a r e  
356 p h r a s e s  a l t o g e t h e r .  Each p h r a s e  i s  compared 
a c c o r d i n g  to  t h e  open ing  p a t t e r n s  o f  t h e  p h r a s e s  
( i n c i p i t s )  and a c c o r d in g  to  t h e  c l o s i n g  p a t t e r n s  o f  th e  
p h r a s e s  ( c a d e n c e s ) . O b v io u s ly ,  a s  t h e  m o t i v i c  p a t t e r n  
c o n s i d e r e d  becomes l o n g e r ,  t h e  p e r c e n t a g e  o f  use becomes 
s m a l l e r .
I n c i p i t s
Almost a fourth of the incipits in the lullabies 
from Valdres open with the third degree of the scale.
The t o n i c  opens  o n ly  69 i n c i p i t s  (19 .4% ) ,  and the  f i f t h  
b e g in s  o n ly  58 (16 .3% ).
C o n s i d e r i n g  th e  f i r s t  two n o t e s  o f  th e  i n c i p i t s ,  
2 3 i s  t h e  fo rm u la  most f r e q u e n t l y  u se d ;  i t  a p p e a r s  in 
a p p r o x i m a te ly  one p h ra se  o u t  o f  e i g h t .  O ther  tw o-no te  
fo rm u la s  t h a t  a p p e a r  a lm o s t  as  f r e q u e n t  a r e  3 5 and 1 5.
25
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Both a r e  used  o n ly  i n  t h e i r  u n t r a n s p o s e d  form. F i g u r e s  
t h a t  a p p e a r s  o n l y  once a r e  4 5 and 2 - 7 .  They a r e  both  
t r a n s p o s e d .
Of t h r e e  n o t e  i n c i p i t s ,  1 5 4 i s  t h e  most  common. 
I t  i s  used in  a lm o s t  10 p e r c e n t  o f  t h e  t o t a l  number o f  
p h r a s e s .  A l s o ,  1 5 4 3 i s  used  in  3 .4  p e r c e n t  o f  the  
p h r a s e s ;  1 5  4 3 2,  in  2 .5  p e r c e n t ;  1 5 4 3 2 3 ,  in  1 .7  
p e r c e n t ;  and 1 5 4 3 2 3 1 ,  in  1 .4  p e r c e n t .
The fo rm ula  6 5 4 i s  used  u n t r a n s p o s e d  in  tw e n ty -  
t h r e e  p h r a s e s  (6.5%) and a l s o  a c t s  a s  th e  b e g in n in g  o f  
s e v e r a l  l o n g e r  m o t i v e s .  Then 6 5 4 3 a p p e a r s  in  t w e n ty -  
t h r e e  p h r a s e s  (6 .5%);  6 5 4 3 1 2 ,  in  f o u r t e e n  p h r a s e s  
(3 .9%);  and 6 5 4 3 1 2  3, i n  t e n  p h r a s e s  (2 .8%).
O ther  s e r i e s  o f  p i t c h e s  used  w i th  f r e q u e n c y  a r e  
th e  ones  b e g in n in g  w i th  th e  tw o -n o te  m ot ive  3 5. Thus,  3 
5 6 5 i s  used  t h i r t e e n  t im e s  (3 .7%);  3 5 6 5 4 3, te n  
t im e s  (2 .8%);  and 3 5 6 5 4 3 1, e i g h t  t im e s  (2 .3% ).
Also  3 5 4 a p p e a r s  in  tw elve  p h r a s e s  (3 .4%);  and 3 5 4 3, 
in  n in e  p h r a s e s  (2 .5% ).
Cadences
As e x p e c t e d ,  t h e  m a j o r i t y  o f  th e  c a d e n t i a l  
p a t t e r n s  end on th e  t o n i c .  S u r p r i s i n g l y ,  38 p e r c e n t  o f  
t h e  c a d e n t i a l  p a t t e r n s  end on p i t c h e s  o t h e r  than  th e  
t o n i c .  The t h i r d  ends  52 p h r a s e s  (14.6%) , and th e  f i f t h  
30 p h r a s e s  (8.4%) .
The most d o m inee r ing  among th e  c a d e n t i a l  tw o -n o te  
m o t iv e s  i s  t h e  p a t t e r n  2 1. I t  a p p e a r s  u n t r a n s p o s e d  in
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106 p h r a s e s  (29 .8% ).  Of th e  rem a in in g  tw o -n o te  m o t iv e s ,
3 I  i s  used  most f r e q u e n t l y .  I t  i s  employed in  59 
p h r a s e s  (16.6%) . The r e s t  o f  th e  tw o -n o te  m o t iv e s  appear  
more s p o r a d i c a l l y .
The f o l l o w i n g  m o t iv e s  a r e  th e  most f r e q u e n t l y  
r e c u r r i n g  c a d e n t i a l  fo rm u la s  in  th e  l u l l a b i e s  from 
v a l d r e s :  3 2 1, used in  s i x t y - f o u r  p h r a s e s  (18%); 2 3 2 1 
and 4 3 2 1, bo th  used  in  t w e n t y - t h r e e  p h r a s e s  (6 .5%);
1 2  3 2 1,  used in  tw en ty - tw o  p h r a s e s  (6 .2%);  3 1 2  3 2 1
and 6 5 4 3 2 1, both  used  in  te n  p h r a s e s  (2 .8%);  and
4 3 1 2  3 2 1 and 3 5 6 5 4 3 1, both  used in  e i g h t
p h r a s e s  (2.3%) .
L u l l a b i e s  from Gudbrandsda len  
The number o f  l u l l a b i e s  from G udbrandsda len  i s  
f o r t y - e i g h t .  These m e lo d ie s  d i v i d e  i n t o  221 p h r a s e s  
r a n g in g  from 4 to  19 n o te s  in  l e n g t h .
I n c i p i t s
In th e  p h r a s e s  o f  t h e s e  l u l l a b i e s  t h e  most common 
opening  n o te  i s  the  t o n i c .  I t  a p p e a r s  in 24 .4  p e r c e n t  of  
th e  t o t a l  number o f  p h r a s e s .  The f i f t h  which i s  used a 
l i t t l e  l e s s  f r e q u e n t l y ,  opens  17 .7  p e r c e n t  o f  th e  
p h r a s e s ,  and th e  t h i r d  opens 16 .7  p e r c e n t  o f  th e  p h r a s e s .  
A l l  the  s c a l e  d e g r e e s  w i t h i n  th e  range  o f  an o c t a v e  above 
th e  t o n i c  appear  as  th e  open ing  n o te  o f  a p h r a s e ;  
a l t h o u g h  t h e r e  a r e  a few s c a l e  d e g r e e s  which a r e  very  
seldom u s e d .  For i n s t a n c e ,  th e  s e v e n th  and th e  o c t a v e
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a r e  used  o n ly  tw ic e  e a c h .
The most  common tw o -n o te  open ing  i n c i p i t  i s  1 2. 
I t  a p p e a r s  t h i r t y - o n e  t im e s  o f  which t w e n t y - f i v e  (11.3%) 
a r e  u n t r a n s p o s e d ,  and i t  i s  t h e  op en in g  m o t ive  o f  s e v e r a l  
lo n g e r  fo rm u la s .  The t h r e e - n o t e  m ot ive  1 2  3 a p p e a r s  
t w e n t y - f o u r  t im e s  (10.8%) . The f o u r - n o t e  p a t t e r n  1 2  3 4 
a p p e a r s  n in e  t im e s  (4%) , w h i le  t h e  f i v e - n o t e  p a t t e r n  
1 2  3 4 5 a p p e a r s  f i v e  t im e s  (2. 3%) .
The tw o -n o te  m o t ive  5 4 i s  used  n e a r l y  as  o f t e n  
(10.5%) as  th e  m o t ive  1 2. The m ot ive  5 4 f r e q u e n t l y  
o c c u r s  in  th e  l o n g e r  p a t t e r n s :  5 4 3 a p p e a r s  tw e lv e  t im e s  
(5. 4%) ,  and 5 4 3 2 a p p e a r s  e l e v e n  t im e s  (5%).  Longer 
m o t iv e s  than  t h e s e  o c c u r  so seldom t h a t  th ey  a r e  
s t a t i s t i c a l l y  u n i m p o r t a n t .
Cadences
P a t t e r n s  used a t  th e  open ing  o f  a p h r a s e  may a l s o  
a p p e a r  a t  th e  c l o s e  o f  a p h r a s e .  In 39 p e r c e n t  o f  the  
p h r a s e s  the  t o n i c  a p p e a r s  a t  th e  end .  Tw enty -n ine  
p h r a s e s  (13.1%) end on th e  f i f t h ,  and t w e n t y - s i x  p h r a s e s  
(11.8%) end on th e  t h i r d .  Of the  v a r i o u s  s c a l e  d e g r e e s  
w i t h i n  th e  o c t a v e  i t  i s  o n ly  th e  s e v e n th  t h a t  never  
a p p e a r s .  The s i x t h  i s  used o n ly  o n ce .
The most s i g n i f i c a n t  tw o-no te  c a d e n t i a l  p a t t e r n  
i s  3 1. U n t ran sp o sed  i t  i s  u s e d  in t h i r t y  p h r a s e s  
(13 .6% ).  Appear ing  l e s s  f r e q u e n t l y  in  i t s  u n t r a n s p o s e d  
form i s  th e  m o t ive  2 1.  I t  i s  used  in  t w e n t y - f i v e  
p h r a s e s  (11 .3%).  When th e  number o f  t r a n s p o s e d  p h r a s e s
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i s  added to  t h e  number o f  u n t r a n s p o s e d  p h r a s e s ,  2 I  
a p p e a r s  in  a s  many as  s e v e n t y  p h r a s e s  (31.7%) . The 
movement o f  -7  1 i s  a l s o  found q u i t e  f r e q u e n t l y ;  
a l t o g e t h e r  i t  a p p e a r s  a t  t h e  end o f  f i f t y - t w o  p h r a s e s  
(23 .5% ).  Ano ther  end movement which seems t o  be 
c h a r a c t e r i s t i c  o f  t h e  l u l l a b i e s  from G u d b ran d sd a len  i s  
th e  c a d e n t i a l  p a t t e r n  o f  1 - 1 .  I t  a p p e a r s  in  e l e v e n  
p h r a s e s  (5%) .
The 3 1 p a t t e r n  ends  t h e  m o t iv e s  o f  2 3 1 (12%)
and 3 2 3 1 (3 . 6%) .  The 2 1 p a t t e r n  ends  t h e  m ot ive  o f
3 2 1 (unt r a n s p o s e d  8%, bo th  unt r a n s p o s e d  and t r a n s p o s e d
17%); 4 3 2 1 ( u n t r a n s p o s e d  3.6%, b o th  10.4%);  5 4 3 2 1
( u n t r a n s p o s e d  1%, bo th  3.6%); and 6 5 4 3 2 1 ( t r a n s p o s e d  
1%).  The - 7  1 p a t t e r n  ends  th e  m o t iv e s  o f  2 -7  1 
( u n t r a n s p o s e d  5.4%, bo th  9.5%) ;  3 2 - 7 1  ( u n t r a n s p o s e d  
4%, bo th  6%); 2 1 - 7 1  ( u n t r a n s p o s e d  1.4%, bo th  5.4%) ;  
and 1 3  2 - 7 1  ( u n t r a n s p o s e d  2.3%, bo th  3 . 6%) .
L u l l a b i e s  from g i s t e r d a l e n
The g roup  o f  l u l l a b i e s  from g s t e r d a l e n  i s  t h e  
s m a l l e s t  o f  th e  c o l l e c t i o n s  from th e  t h r e e  v a l l e y s .  I t  
c o n t a i n s  o n l y  t h i r t y - f o u r  m e lo d ie s  which i s  a p p r o x i m a te ly  
h a l f  t h e  number o f  m e lo d ie s  found in th e  v a l d r e s  
c o l l e c t i o n .  The t o t a l  number o f  p h r a s e s  in  t h e  m e lo d ie s  
from 0 s t e r d a l e n  i s  159. In  l e n g t h  th e  p h r a s e s  range  from 
3 to  23 n o t e s  e a c h .
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I n c i p i t s
AS in  th e  l u l l a b i e s  from G udbrandsda len  most o f  
th e  m e lo d ie s  in  0 s t e r d a l e n  open w i th  t h e  t o n i c ,  in  
0 s t e r d a l e n ,  th o u g h ,  t h e  p e r c e n t a g e  o f  p h r a s e s  in  which i t  
o c c u r s  i s  h i g h e r  (29 . 6%) .  The p e r c e n t a g e  o f  p h r a s e s  t h a t  
beg in  on t h e  t h i r d  i s  25 .2  p e r c e n t .  Counted t o g e t h e r ,  
t h e s e  two s c a l e  d e g r e e s  open more th an  50 p e r c e n t  o f  t h e  
159 p h r a s e s .  Although th e y  do n o t  ap p ea r  as  o f t e n ,  a l l  
o t h e r  s c a l e  d e g r e e s  w i t h i n  t h e  o c t a v e  above t h e  t o n i c  a r e  
u s e d .  The f i f t h  a p p e a r s  in  t h e  b e g in n in g  o f  tw en ty - tw o  
p h r a s e s  (13.9%) , and th e  o t h e r  s c a l e  d e g r e e s  a r e  used 
l e s s  than  6 p e r c e n t  e a c h .
The tw o -n o te  m o t ive  1 5 opens  11 p e r c e n t  o f  t h e  
t o t a l  amount o f  p h r a s e s .  I t  a l s o  c r e a t e s  t h e  b eg in n in g  
o f  lo n g e r  m o t iv e s  l i k e  th e  s e r i e s  o f  1 5 4 which a p p e a r s  
tw elve  t im es  (7.6%) and o f  1 5 4 3 which a p p e a r s  n in e  
t im es  (5.7%) .
Another  tw o -n o te  open ing  m o t ive  t h a t  a p p e a r s  
q u i t e  f r e q u e n t l y  i s  t h e  m ot ive  o f  1 2.  I t  i s  used 
f i f t e e n  t im es  (9.4%) a l t o g e t h e r ;  tw e lv e  o f  t h e s e  p h r a s e s  
(7.6%) a r e  u n t r a n s p o s e d .  The t h r e e - n o t e  p a t t e r n  1 2  3 
a p p e a r s  th e  same number o f  t i m e s .
Cadences
In almost half of the phrases the tonic is used 
to end the cadences. The other scale degrees appear much 
less frequently. Of these other pitches, the third and, 
curiously, the dominant below the tonic are used the
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m o s t .  Each o f  t h e s e  p i t c h e s  c l o s e s  1 3 .2  p e r c e n t  o f  th e  
p h r a s e s .  The f i f t h  above th e  t o n i c  a p p e a r s  a t  t h e  end o f
12 .5  p e r c e n t  o f  t h e  t o t a l  amount o f  p h r a s e s .
A nother  c h a r a c t e r i s t i c  o f  t h e  l u l l a b i e s  from 
0 s t e r d a l e n  i s  t h e  f r e q u e n t  use  o f  t h e  s t e p w is e  movement 
o f  -7  1 t o  end a p h r a s e ,  u n t r a n s p o s e d  i t  a p p e a r s  tw e n ty -  
s i x  t im e s  (16.4%) ; b u t  c o u n t in g  t h e  t r a n s p o s e d  p h r a s e s  a s  
w e l l ,  t h e  movement a p p e a r s  as  o f t e n  a s  f i f t y - e i g h t  t im e s  
(36.5%) .
The movement o f  2 1 a p p e a r s  q u i t e  o f t e n ,  i t  
a p p e a r s  in  f i f t y  p h r a s e s  (31.5%);  however ,  o n ly  n i n e t e e n  
p h r a s e s  (12%) a r e  u n t r a n s p o s e d .  The motive  3 1 ends 
f o r t y - o n e  p h r a s e s  (25.8%) ,  o f  which twenty  (12.6%) a r e  
u n t r a n s p o s e d .
When o b s e r v i n g  the  lo n g e r  f o rm u la s ,  t h e  m o t ives
o f  3 1 and 2 1 show up r e g u l a r l y .  They a r e  used  in  the
p a t t e r n s  o f  2 3 1 and 3 2 1. The m e lo d ic  f i g u r e  2 3 1 
a p p e a r s  t w e n t y - t h r e e  t im es  (14.5%) ,  o f  which t h i r t e e n  
(8.2%) a r e  u n t r a n s p o s e d .  The m e lo d ic  f i g u r e  3 2 1 a l s o
a p p e a r s  t w e n t y - t h r e e  t im es  (14.5%) ,  o f  which t h i r t e e n  
(8.2%) a r e  u n t r a n s p o s e d .  And th e  p a t t e r n  o f  4 3 1
a p p e a r s  f i f t e e n  t im e s  (9.4%) ,  o f  which o n ly  s i x  (3.8%) 
a r e  unt r a n s p o s e d .
The 3 2 1 m ot ive  i s  expanded i n t o  t h e  s t e p w is e  
motion  o f  4 3 2 1 and 5 4 3 2 1. In a l l ,  t h e  motive
4 3 2 1 i s  used  t h i r t e e n  t im es  (8.2%) o f  which e i g h t
p h r a s e s  (5%) a r e  u n t r a n s p o s e d .  The p a t t e r n  o f  5 4 3 2 I
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a p p e a r s  seven  t im e s  (4.4%) u n t r a n s p o s e d  and n in e  t im e s  
(5.7%) a l t o g e t h e r .
The movement o f  -7  1 s h ap es  t h e  end o f  s e v e r a l  
lo n g e r  m o t i v e s .  I t  i s  expanded i n t o  t h e  m o t ive  o f  
1 2 - 7  1 ,  which i s  used tw e lv e  t im e s  (7.6%) in  a l l ,  b u t  
o n l y  t h r e e  t im e s  (1.9%) u n t r a n s p o s e d .  I t  a l s o  ends  t h e  
p a t t e r n  o f  3 2 -7  1,  which i s  used  s i x  t im e s  (3.8%) in  
i t s  o r i g i n a l  form, and e i g h t  t im e s  (5%) c o u n t in g  th e  
t r a n s p o s e d  p h r a s e s .  The f i v e - n o t e  m ot ive  1 3 2 -7  1 i s  
used f i v e  t im e s  (3.2%) .
Comparison of the Lullabies 
from the Three valleys
The t o t a l  number o f  l u l l a b i e s  from t h e  t h r e e  
v a l l e y s  o f  V a l d r e s ,  G u d b ran d sd a len ,  and 0 s t e r d a l e n  i s  
154. These  m e lo d ie s  a r e  d i v i d e d  i n t o  736 p h r a s e s ,  
r a n g in g  from 3 t o  23 n o t e s  in  l e n g t h .  The a v e ra g e  number 
o f  p h r a s e s  per  melody i s  4 . 8 .
Incipits
Opening note
When comparing the opening notes used in the 
incipits of the three valleys, one observes, as expected, 
that the most frequently recurring pitches are the tonic, 
the third, and the fifth. The comparative lists in table 
1 show that the use of these various pitches varies 
widely.
The lullabies from Gudbrandsdalen and Osterdalen 
use the tonic most frequently, while the majority of
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TABLE 1
PERCENTAGE OF USE OF VARIOUS PITCHES AS OPENING NOTE IN 
LULLABIES FROM THE THREE VALLEYS
V a ld r e s Gudbr a n d s d a l e n O s te c d a l e n
P i t c h P e r c e n t a g e P i t c h P e r c e n ta g e P i t c h P e r c e n t a g e
3 22 .8 1 24 .4 1 29 .6
1 19 .4 5 17 .7 3 25 .2
5 16.3 3 16 .7 5 13 .8
2 14 .9 4 15.8 4 / - 5 6 .3
4 11 .6 2 / - 5 8 .2 2 5 .7
6 10 .6 -7 4 .5 -7 4 .4
-5 2 .8 6 3 .2 —6 1 .9
-7 0 .8 7/8 0 .9 6 /8 1 .3
-1 0 .6 7 / - 3 0 .6
-3 0 .3
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l u l l a b i e s  from v a l d r e s  opens  w i th  t h e  t h i r d .  The 
p e r c e n t a g e  o f  t im es  t h e  t o n i c  a p p e a r s  in  th e  m e lo d ie s  
from O s t e r d a l e n  i s  a lm o s t  tw ice  t h e  p e r c e n t a g e  o f  t im es  
i t  a p p e a r s  in  t h e  m e lo d ie s  from V a l d r e s .  I t  i s  a l s o  
i n t e r e s t i n g  t o  n o t i c e  t h a t  in th e  i n c i p i t s  from 
O s t e r d a l e n ,  t h e  dominant  below th e  t o n i c  a p p e a r s  j u s t  as  
o f t e n  a s  t h e  f o u r t h  above t h e  t o n i c .
In  G u d b ran d sd a len  and 0 s t e r d a l e n  a l l  s c a l e  
d e g r e e s  w i t h i n  t h e  o c t a v e  above th e  t o n i c  a r e  used  to  
open th e  i n c i p i t s ,  w h i l e  in  V a ld re s  no i n c i p i t s  s t a r t  
w i th  th e  s e v e n t h  o r  t h e  o c t a v e .  In  th e  o c t a v e  below t h e  
t o n i c  a l l  v a l l e y s  use th e  f i f t h  and th e  s e v e n th  s c a l e  
d e g r e e ,  w h i l e  t h e  t h i r d  i s  o n ly  used  in V a ld r e s  and 
O s t e r d a l e n .  The s i x t h  below i s  used o n ly  in  O s t e r d a l e n ,  
and th e  o c t a v e  below o n ly  in  V a l d r e s .  Excep t  fo r  the  
f i f t h  below th e  t o n i c ,  no o t h e r  s c a l e  deg ree  in  t h a t  
o c t a v e  has  been used  in  more than  5 p e r c e n t  o f  th e  
i n c i p i t s  o f  any v a l l e y .
Two-note m o t iv e s
Of th e  tw o -n o te  m o t iv e s ,  2 3 i s  th e  most 
f r e q u e n t l y  r e c u r r i n g  p a t t e r n  in v a l d r e s .  I t  a p p e a r s  in 
a p p r o x i m a te ly  12 p e r c e n t  o f  th e  p h r a s e s ,  which i s  n e a r l y  
tw ic e  t h e  number o f  t im e s  i t  a p p e a r s  in th e  o t h e r  two 
v a l l e y s .  in  G udbrandsda len  i t  i s  used in  7 p e r c e n t  o f  
th e  p h r a s e s ,  and in  O s t e r d a l e n  i t  a p p e a r s  in o n ly  ab o u t  2 
p e r c e n t  o f  t h e  p h r a s e s .
Another  tw o -n o te  motive t h a t  a p p e a r s  q u i t e  o f t e n
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in  t h e  l u l l a b i e s  o f  V a ld r e s  i s  th e  p a t t e r n  3 5. I t  i s  
used f o r t y - o n e  t im e s  (11.5%) in t h e s e  m e l o d i e s ,  in  
O s t e r d a l e n  t h i s  p a t t e r n  a p p e a r s  tw e lv e  t im e s  ( 7 . 5%) ,  
w h i l e  in  G udbrandsda len  i t  a p p e a r s  o n ly  t e n  t im e s  ( 4 . 5%) ,  
o f  which e i g h t  (3.6%) a r e  u n t r a n s p o s e d .
The most  n o t i c e d  tw o -n o te  p a t t e r n  in  th e  m e lo d ie s  
o f  O s t e r d a l e n  i s  1 5. I t  opens 11 .3  p e r c e n t  o f  th e  
i n c i p i t s .  T h i s  m o t ive  i s  a l s o  used in  th e  two o t h e r  
v a l l e y s ;  in  f a c t ,  t h e  m e lo d ie s  o f  v a l d r e s  use  1 5 a lm o s t  
as  o f t e n  (11%) , w h i le  th e  m e lo d ie s  o f  G udbrandsda len  o n ly  
use 1 5 in  5 p e r c e n t  o f  the  p h r a s e s .
The most  f r e q u e n t l y  used tw o -n o te  m o t ive  in the  
G udbrandsda l  c o l l e c t i o n  i s  1 2. U n t ra n sp o sed  i t  i s  used 
in  11 p e r c e n t  o f  th e  p h r a s e s ,  w h i le  add ing  th e  t r a n s p o s e d  
p h r a s e s ,  t h e  p e r c e n t a g e  i n c r e a s e s  to  14 p e r c e n t .  The 
O s t e r d a l  c o l l e c t i o n  employs t h i s  motive  a l i t t l e  l e s s  
f r e q u e n t l y .  The p e r c e n t a g e  o f  u n t r a n s p o s e d  p h r a s e s  i s
7 .5  p e r c e n t  which i n c r e a s e s  t o  a lm o s t  10 p e r c e n t  a f t e r  
add ing  th e  t r a n s p o s e d  p h r a s e s .  In v a l d r e s ,  however ,  t h i s  
m ot ive  seldom i s  s e e n ,  u n t r a n s p o s e d  i t  a p p e a r s  in o n ly  
1 .7  p e r c e n t  o f  th e  p h r a s e s ,  and t o t a l l y  in 3 .7  p e r c e n t  o f  
th e  p h r a s e s .
Motives special to the Lullabies 
from valdres
The l u l l a b i e s  from v a l d r e s  c o n t a i n  long p a t t e r n s .  
S e v e r a l  o f  t h e s e  p a t t e r n s  a r e  unique to  t h i s  v a l l e y .
Th is  may be due to  t h e  f a c t  t h a t  the  c o l l e c t i o n  o f
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m e lo d ie s  from v a l d r e s  i s  th e  l a r g e s t  o f  th e  t h r e e  
a n t h o l o g i e s .  The s e r i e s  o f  p a t t e r n s  b e g in n in g  on 6 5 i s  
q u i t e  s p e c i a l  t o  th e  v a l d r e s  c o l l e c t i o n ;  and 6 5 ap p e a r s  
in  a lm o s t  10 p e r c e n t  o f  th e  i n c i p i t s  from V a l d r e s .  In 
i t s  u n t r a n s p o s e d  form 6 5 a p p e a r s  in o n ly  1 .3  p e r c e n t  o f  
t h e  l u l l a b i e s  from 0 s t e r d a l e n  and in 3 p e r c e n t  o f  th e  
m e lo d ie s  from G u d b ran d sd a le n .  The m ot ive  6 5 3 i s  used 
in  3 p e r c e n t  o f  t h e  l u l l a b i e s  from V a l d r e s ,  b u t  o n ly  once 
does  i t  ap p e a r  in  t h e  two o t h e r  c o l l e c t i o n s ,  and th en  
o n ly  in  i t s  t r a n s p o s e d  form. The p a t t e r n s  o f  6 5 3 4 and 
6 5 3 4 3 a r e  n o t  found in  G u d b ran d sd a len ;  i n  0 s t e r d a l e n  
i t  i s  found o n ly  once in i t s  t r a n s p o s e d  form; b u t  in  
v a l d r e s  i t  i s  used in  3 p e r c e n t  o f  t h e  p h r a s e s .  The 
p a t t e r n s  o f  6 5 4 and 6 5 4 3 a r e  used  in  6 . 5  p e r c e n t  of  
th e  V a ld r e s  m e l o d i e s ,  b u t  o n ly  in  1 . 3 - 3 . 8  p e r c e n t  o f  th e  
m e lo d ie s  from th e  two o t h e r  v a l l e y s .  I n t e r e s t i n g l y ,
6 5 3 1 i s  n o t  found in  G u d b ran d sd a len ,  b u t  i t  a p p e a r s  
a lm o s t  as  f r e q u e n t  in  0 s t e r d a l e n  as  i t  does  in  V a ld re s  
( a p p r o x im a te ly  4%). The m o t iv es  o f  6 5 4 3 1 2 3  and 
6 5 4 3 2 1 ap p e a r  o n ly  in  V a ld re s  (1 .7% ).
The p a t t e r n s  o f  3 5 3, 3 5 3 5, and 5 3 4 3 a r e  
a l s o  un ique  t o  v a l d r e s .  The t h r e e - n o t e  p a t t e r n s  appear  
in  4 .5  p e r c e n t  o f  th e  p h r a s e s  e a c h ,  w h i le  t h e  f o u r - n o t e  
p a t t e r n  i s  used  in  3 .7  p e r c e n t  o f  th e  p h r a s e s .  These 
p a t t e r n s  never  a p p e a r  in th e  c o l l e c t i o n s  o f  
G udbrandsda len  and O s t e r d a l e n .
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M otives  s p e c i a l  t o  t h e  L u l l a b i e s  
f ro m ' G udbrandsda len
In  G u dbrandsda len  th e  s e r i e s  o f  n o t e s  b e g in n in g  
w i th  5 4 a r e  t h e  most  i n t e r e s t i n g .  The tw o -n o te  p a t t e r n  
a p p e a r s  in  a p p r o x i m a te ly  10 .5  p e r c e n t  o f  t h e  m e lo d ie s  
from t h i s  v a l l e y — tw ice  as  o f t e n  a s  i t  a p p e a r s  in  th e  
m e lo d ie s  from t h e  two o t h e r  v a l l e y s .  In  t h e  t h r e e - n o t e  
p a t t e r n  5 4 3, t h e  p r o p o r t i o n s  a r e  n e a r l y  l e v e l e d  o u t .
The m o t ive  a p p e a r s  in  5 .4  p e r c e n t  o f  t h e  m e lo d ie s  from 
G u d b ra n d sd a le n ,  in 4 .5  p e r c e n t  o f  th e  m e lo d ie s  from 
V a l d r e s ,  and in  a p p r o x im a te ly  3 .5  p e r c e n t  o f  th e  m e lo d ie s  
from # s t e r d a l e n .  For t h e  f o u r - n o t e  p a t t e r n  5 4 3 2 (used  
5%), tho u g h ,  t h e  p r o p o r t i o n s  a r e  t h e  same as  f o r  th e  
p a t t e r n  5 4.
The s t e p w i s e  motion  o f  1 2 3 4 i s  a n o t h e r  m o t ive  
used in  th e  m e lo d ie s  o f  G udbrandsda len  ( a b o u t  4%), b u t  i t  
a p p e a r s  seldom in  th e  two o t h e r  v a l l e y s  ( ab o u t  1%). The 
tw o -n o te  p a t t e r n  -5  1 i s  used  seven  t im es  (3.2%) in  th e  
p h r a s e s  o f  G u d b ra n d sd a len ,  bu t  i t  a p p e a r s  o n ly  once in 
0 s t e r d a l e n ,  and two to  t h r e e  t im e s  in  V a l d r e s .
M ot ives  s p e c i a l  to  t h e  L u l l a b i e s  
from d s t e r d a l e n
S p e c i a l  to  t h e  m e lo d ie s  o f  0 s t e r d a l e n  a r e  a few 
m o t iv e s  t h a t  b e g in  w i th  th e  t h i r d  s c a l e  d e g r e e .  The two- 
n o te  m o t ive  3 1 i s  used in  6 .3  p e r c e n t  o f  t h e s e  m e l o d i e s ,  
w h i l e  in  V a l d r e s  i t  a p p e a r s  o n l y  in  a c o u p le  o f  m e lo d ie s  
( a p p r o x i m a t e l y  1%), and in G u dbrandsda len  in ab o u t  3 
p e r c e n t  o f  th e  m e l o d i e s .  U n t r a n sp o s e d  th e  m o t iv es  o f
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3 2 1 and 3 2 1 - 7  ace used  in  3 .8  p e r c e n t  o£ th e  
i n c i p i t s  o f  0 s t e r d a l e n  and in  a p p r o x i m a t e l y  1 .5  p e r c e n t  
o f  t h e  i n c i p i t s  from G u d b ra n d sd a le n .  In  v a l d r e s  3 2 1 i s  
used  in  0 .8  p e r c e n t  o f  th e  i n c i p i t s  (2.8% c o u n t in g  the  
t r a n s p o s e d  p h r a s e s  as  w e l l ) , b u t  3 2 1 - 7  never  a p p e a r s  
in  t h e s e  l u l l a b i e s .  Unique t o  th e  v a l l e y  o f  O s t e r d a l e n  
i s  t h e  f i v e - n o t e  p a t t e r n  3 4 5 6 4. I t  a p p e a r s  seven 
t im e s  (4 .4% ) ,  and o f  t h e s e  a r e  fo u r  p h r a s e s  (2.5%) a r e  
u n t r a n s p o s e d .
The p a t t e r n s  o f  -6  -7  and -6  -7  1 ap pear  t h r e e  
t im e s  (1 .9% ),  u n t r a n s p o s e d ,  i n  t h e  l u l l a b i e s  o f  
p s t e r d a l e n .  These  p a t t e r n s  a r e  n e v e r  found u n t r a n s p o s e d  
in  th e  l u l l a b i e s  o f  th e  two o t h e r  v a l l e y s .  T o t a l l y  th ey  
ap p ea r  tw e lve  t o  t h i r t e e n  t i m e s  ( u n t r a n s p o s e d  7.5%, both  
u n t r a n s p o s e d  and t r a n s p o s e d  8%) in  0 s t e r d a l e n ,  b u t  o n ly  
fo u r  t o  seven  t im e s  ( u n t r a n s p o s e d  2%, b o th  3%) in 
G u d b ra n d sd a le n ,  and one to  f o u r  t im e s  ( u n t r a n s p o s e d  0.2%, 
bo th  1%) in  v a l d r e s .  The p a t t e r n  -6  -7  1 -7  i s  o n ly  
found in O s t e r d a l e n  ( u n t r a n s p o s e d  2%, bo th  4%).
Cadences
Ending n o te
As e x p e c t e d ,  th e  m a j o r i t y  o f  t h e  l u l l a b i e s  from 
th e  t h r e e  v a l l e y s  end on th e  t o n i c .  However, t h e r e  i s  a 
g r e a t  d i f f e r e n c e  in  th e  number o f  t im es  t h i s  o c c u r s  in 
t h e  t h r e e  c o l l e c t i o n s .  T a b le  2 shows t h a t  in v a l d r e s ,  
a lm o s t  t w o - t h i r d s  o f  a l l  p h r a s e s  end on th e  t o n i c ,  w h i le  
in  G u d b ra n d sd a le n ,  th e  p e r c e n t a g e  of  p h r a s e s  t h a t  end on
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TABLE 2
PERCENTAGE OF USE OF VARIOUS PITCHES AS ENDING NOTE IN 
LULLABIES FROM THE THREE VALLEYS
VaI d r e s G udbrandsda len 0 s t e r d a l e n
P i t c h P e r c e n ta g e P i t c h P e r c e n ta g e P i t c h P e r c e n ta g e
1 62 .1 1 39 1 42.8
3 14 .6 5 13.1 3 / - 5 13 .2
5 8 .4 3 11 8 5 12 .5
2 7 .6 2 10 2 8 .8
-5 6 .5 -7 9 .5 -1 3 .2
-7 0 .8 -5 8 .6 -7 2 .5
-3 0 .3 -1 5 .4 -4 1 .9
4 2 .3 6/7 0 .6
6 . 0 .5
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t h e  t o n i c  i s  o n ly  39 p e r c e n t .  The t h i r d  i s  used  a t  a 
much lower p e r c e n t a g e  (11.8%, 13.2%, and 14 ,6%).  In  
G u d b ran d sd a len ,  tho u g h ,  t h e  use  o f  t h e  f i f t h  s u r p a s s e s  
th e  use  o f  the  t h i r d  by more th a n  1 p e r c e n t .  In  t h e  two 
o t h e r  v a l l e y s  t h e  f i f t h  a p p e a r s  in  8 .4  p e r c e n t  and 12 .5  
p e r c e n t  o f  th e  t o t a l  amount o f  p h r a s e s .  One f a c t  wor th  
n o t i c i n g  i s  t h e  f r e q u e n t  u se  o f  t h e  dominant  below th e  
t o n i c  in  th e  l u l l a b i e s  o f  0 s t e r d a l e n .  Th is  s c a l e  d e g ree  
a p p e a r s  j u s t  as  f r e q u e n t l y  a t  t h e  end o f  a cadence  as  the  
t h i r d  (13 .2%).  In v a l d r e s  t h e  dominant  below t h e  t o n i c  
i s  u t i l i z e d  o n l y  h a l f  a s  many t im e s  (6.5%) as  in  
O s t e r d a l e n ;  and in  G udbrandsda len  i t  i s  u t i l i z e d  s l i g h t l y  
more th a n  in v a l d r e s  (8 .5% ).
The o c t a v e  never  a p p e a r s  a t  the  end o f  a p h r a s e .  
The r a r e  a p p ea ra n c e  o f  t h e  s e v e n th  i s  in  O s t e r d a l e n .  The 
s i x t h  i s  never  used  a t  t h e  end o f  a cadence  in  the  
m e lo d ie s  from v a l d r e s ;  and in  t h e  m e lo d ie s  from 
Gudbrandsda len  and O s t e r d a l e n  i t  ap p e a r s  o n ly  o n c e .  
S i g n i f i c a n t l y ,  t h e  f o u r t h  ends  f i v e  p h r a s e s  in  the  
l u l l a b i e s  from G u d b ra n d sd a le n ,  b u t  none o f  th e  p h r a s e s  in 
V a ld r e s  and O s t e r d a l e n .
Two-note m o t ives
Common to  a l l  t h r e e  v a l l e y s  i s  th e  l i b e r a l  use of  
th e  tw o -n o te  p a t t e r n s  2 1, 3 1, and -7 1. The m e lo d ie s  
o f  V a ld r e s  and G udbrandsda len  use  them in t h i s  d e sc en d in g  
o r d e r  o f  f r e q u e n c y ,  w h i l e  t h e  m e lo d ie s  o f  O s t e r d a l e n  make 
th e  most use o f  th e  -7  1 m o t iv e .  However, th e  p e r c e n t a g e
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o f  m o t i v l c  use v a r i e s  c o n s i d e r a b l y .  The movement o f  2 1 
i s  u sed  in  40 p e r c e n t  ( u n t r a n s p o s e d ,  30%) o f  t h e  V a ld r e s  
m e l o d i e s ,  in  32 p e r c e n t  ( u n t r a n s p o s e d ,  11.3%) in  th e  
G udbrandsda l  m e l o d i e s ,  and in  31 .5  p e r c e n t  ( u n t r a n s p o s e d ,  
20%) in  t h e  0 s t e r d a l  m e l o d i e s .  The movement o f  -7  1 i s  
used  in  36 .5  p e r c e n t  o f  th e  cad en c es  from 0 s t e r d a l e n  
( u n t r a n s p o s e d ,  16.4%) , b u t  in  o n l y  23 p e r c e n t  o f  th e  
ca d e n c e s  in  v a l d r e s  (un t r a n s p o s e d ,  18%), and in  9 p e r c e n t  
o f  t h e  cad e n c es  in  G udbrandsda len  ( u n t r a n s p o s e d ,  8%) .
M ot ives  s p e c i a l  t o  th e  L u l l a b i e s  
érôm V a ld r e s
The s e r i e s  o f  p a t t e r n s  end ing  on 3 2 1 i s  
c h a r a c t e r i s t i c  fo r  t h e  m e lo d ie s  o f  V a l d r e s .  U n t r an sp o s e d  
th e  p a t t e r n  o f  3 2 1 a p p e a r s  in  18 p e r c e n t  o f  th e  
p h r a s e s .  Tha t  i s  more than  tw ice  as  o f t e n  a s  t h e  same 
m ot ive  a p p e a r s  in  G u dbrandsda len  and O s t e r d a l e n .  T h is  
c h a r a c t e r i s t i c  i s  n o t  a s  s t a t i s t i c a l l y  s i g n i f i c a n t  when 
we add th e  number o f  t im e s  3 2 1 a p p e a r s  t r a n s p o s e d  
( V a l d r e s ,  20.5%; G u d b r a n d sd a le n ,  17%; and O s t e r d a l e n ,  
14.5%) .
The f o u r - n o t e  p a t t e r n  2 3 2 1 i s  found in  6 
p e r c e n t  and i  p e r c e n t  o f  t h e  cadences  from v a l d r e s ,  
w hereas  in  th e  c a d e n c e s  from th e  two o t h e r  v a l l e y s  i t  
a p p e a r s  o n ly  1 .3  p e r c e n t  and 3 .8  p e r c e n t .  The f i v e - n o t e  
p a t t e r n  1 2 3 2 1 i s  found in  4 p e r c e n t  and 5 p e r c e n t  o f  
th e  V a ld r e s  m e l o d i e s ,  w h i le  i t  o n ly  a p p e a r s  once o r  tw ice  
u n t r a n s p o s e d  in  t h e  m e lo d ie s  from th e  o t h e r  two v a l l e y s .
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The t o t a l  p e r c e n t a g e  o f  t im e s  t h e  movement o c c u r s  in  
t h e s e  v a l l e y s ,  th o u g h ,  i s  2 .3  p e r c e n t  and 3 p e r c e n t .
The s i x - n o t e  p a t t e r n  3 1 2 3 2 1 i s  found in  3 
p e r c e n t  o f  t h e  m e lo d ie s  from v a l d r e s ,  b u t  a p p e a r s  o n l y  
once in  each  o f  th e  o t h e r  two c o l l e c t i o n s ;  and th e  seven  
n o te  p a t t e r n  4 3 1 2  3 2 1,  which n ev e r  a p p e a r s  in 
O s t e r d a l e n ,  i s  found o n c e ,  t r a n s p o s e d ,  in  G u d b ra n d sd a le n ,  
and i s  used 2 .3  p e r c e n t  in  V a l d r e s .  Another  s e v e n - n o t e  
p a t t e r n  t h a t  i s  found o n l y  in  v a l d r e s  i s  3 5 6 5 4 3 1 .
I t  a l s o  a p p e a r s  in 2 .3  p e r c e n t  o f  th e  m e l o d i e s .
M otives  s p e c i a l  t o  th e  L u l l a b i e s
from G udbrandsda len
S e v e r a l  m o t iv es  un ique  to  G udbrandsda len  a r e  
1 - 1 ,  2 1 - 1 ,  3 2 1 - 1 ,  and 3 2 1 - 7 .  The m ot ive  1 -1  i s
used  in  5 p e r c e n t  o f  t h e  m e l o d i e s ;  th e  o t h e r  t h r e e
m o t iv e s  in  3 .2  p e r c e n t  o f  t h e  m e l o d i e s .  The two p a t t e r n s
o f  1 -7  and 3 1 - 7  a r e  a l s o  s p e c i a l  t o  G u dbrandsda len  as
th e y  ap p e a r  in  3 .2  p e r c e n t  and 6 .8  p e r c e n t  o f  th e  
m e lo d ie s  from t h i s  v a l l e y ,  w hereas  th e y  ap p ea r  in  o n l y
0 .3  p e r c e n t  and 0 .6  p e r c e n t  o f  t h e  m e lo d ie s  from th e  two 
o t h e r  v a l l e y s .
M otives  s p e c i a l  to  th e  L u l l a b i e s  
from d s t ë r 3 â l ë n  '
S p e c i a l  to  th e  c a d en c es  o f  O s t e r d a l e n  a r e  th e  
m o t iv e s  4 5 ,  6 4 5, and 6 5 6 4 5. The 4 5 motive
a p p e a r s  in  6 . 9  p e r c e n t  o f  t h e s e  c a d e n c e s ,  w h i l e  t h e  o t h e r
tw o -n o te  m o t iv e s  ap p ea r  in 4 .4  p e r c e n t  e a c h .  Of t h e s e
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m o t iv es  t h e  4 5 m o t iv e  i s  found in  3 .6  p e r c e n t  o f  the  
c a d en ces  from G u d b ran d sd a len ,  and in  2 .3  p e r c e n t  o f  th e  
c a d en ces  from v a l d r e s .  The o t h e r  two m o t iv e s  a r e  n o t  
found in  V a l d r e s ,  and th e  6 4 5 m o t ive  a p p e a r s  tw ice  in  
t h e  l u l l a b i e s  from G u d b ran d sd a len .
The m o t iv e s  o f  -7  -5  and 1 -7  -5  a r e  a l s o  s p e c i a l  
t o  O s t e r d a l e n ,  a l t h o u g h  th ey  do ap p ea r  in  t h e  m e lo d ie s  
from th e  o t h e r  v a l l e y s  as  w e l l .  The -7  -5  m ot ive  a p p e a r s  
in  6 .9  p e r c e n t  o f  t h e  m e lo d ie s  o f  O s t e r d a l e n ,  in  3 .2  
p e r c e n t  o f  t h e  m e lo d ie s  from G u d b ra n d sd a len ,  and in  1 .4  
p e r c e n t  o f  t h e  m e lo d ie s  from v a l d r e s .  The 1 -7  -5  motive  
i s  found in  4 .4  p e r c e n t  o f  th e  c a d en ces  from O s t e r d a l e n ,  
in  2 .3  p e r c e n t  o f  t h e  cadences  from G u d b ran d sd a le n ,  and 
in  0 .8  p e r c e n t  o f  t h e  cadences  from V a l d r e s .
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CONCLUSION
Common c h a r a c t e r i s t i c s  o f  t h e  l u l l a b i e s  from th e  
t h r e e  v a l l e y s  o f  v a l d r e s ,  G u d b ra n d sd a len ,  and O s t e r d a l e n  
i n c l u d e  th e  f r e q u e n t  use o f  t h e  t o n i c ,  th e  t h i r d ,  and th e
f i f t h  in  t h e  open ing  and a t  t h e  end o f  a p h r a s e .  The
t o n i c ,  which i s  th e  s c a l e  deg ree  t h a t  a p p e a r s  most o f t e n ,  
opens  e v e r y  f o u r t h  i n c i p i t  and ends as  many a s  50 p e r c e n t  
o f  a l l  t h e  c a d e n c e s .  While t h e  t h i r d  and th e  f i f t h  s c a l e  
d e g re e  a r e  n o t  n o t i c e d  as  f r e q u e n t l y  a t  t h e  end o f  a 
p h r a s e  (13.5% and 10%), they  occu r  o f t e n  a t  t h e  b e g in n in g  
o f  a p h r a s e  (22% and 16%).
Formulas  t h a t  a r e  common to  t h e s e  f o l k  m e lo d ie s  
u s u a l l y  open w i th  the  tw o -n o te  m o t iv es  1 5 (9%) , 3 5 
(8 .5% ),  and 1 2 ( t r a n s p o s e d  6%, bo th  t r a n s p o s e d  and 
u n t r a n s p o s e d  8%). Some o f  t h e s e  most f r e q u e n t l y  r e p e a t e d  
fo rm u la s  a r e  1 2 3 ,  1 5  4, 1 5 4  3, and 1 5  4 3 2.
The c ad e n c e s  u s u a l l y  end w i th  one o f  t h e s e  two- 
n o te  p a t t e r n s :  2 1 ( u n t r a n s p o s e d  20%, bo th  36%), 3 1 
( u n t r a n s p o s e d  15%, bo th  23%), and -7  1 (u n t r a n s p o s e d  10%, 
both  24%). The 2 1 p a t t e r n  ends two o f  t h e  most
f r e q u e n t l y  r e c u r r i n g  s e r i e s  o f  m o t iv es  found in  the
ca d e n c e s  of  t h e s e  m e lo d ie s .  Both s e r i e s  move in  a
44
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
45
s t e p w i s e  m anner .  The f i r s t  i s  t h e  s c a l e - l i k e  p a t t e r n  o f  
3 2 1 ,  4 3 2 1 ,  5 4 3 2 1 ,  and $ 5 4 3 2 1 ;  and th e  
second  i s  a  s e r i e s  o f  f i g u r e s  t h a t  moves in  t h e  compass 
o f  a  t h i r d ,  namely :  2 3 2  1, 1 2 3 2  1 ,  and 3 1 2  3 2 1. 
O ther  r e p e a t e d  fo rm ulas  a r e  t h e  p a t t e r n s  3 2 3 1,
1 3 2 - 7  1,  5 6 5 4 3  1 ,  and 4 3 2 3 2 1, a l t h o u g h  th e  
l a s t  two f o rm u la s  n ev e r  ap p ea r  in  t h e  m e lo d ie s  from 
O s t e r d a l e n .
A p a r t  from t h e  above d e s c r i b e d  normal  p a t t e r n s ,  
t h e r e  a r e  c e r t a i n  c h a r a c t e r i s t i c s  emphas ized  in  the  
l u l l a b i e s  from each v a l l e y .  S p e c i a l  t o  t h e  l u l l a b i e s  
from v a l d r e s  i s  th e  f r e q u e n t  use o f  t h e  t h i r d  in  th e  
b eg in n in g  o f  t h e  i n c i p i t s .  I t  opens  more p h r a s e s  th an  
th e  t o n i c ,  and i s  employed 10 p e r c e n t  more f r e q u e n t l y  as 
th e  open ing  n o t e  in v a l d r e s  th an  in  t h e  two o t h e r  
v a l l e y s .  The t o n i c ,  however,  a p p e a r s  much more l i b e r a l l y  
a t  t h e  end o f  c a d e n c e s ;  in  f a c t ,  in  t h e  c a d e n c e s  o f  
V a ld r e s  t h e  t o n i c  i s  used n e a r l y  tw ice  as  o f t e n  as  in  the  
c a d e n ce s  o f  G u d b ran d sd a len .  The s e v e n t h  and th e  o c t a v e  
above the  t o n i c  never  ap p ea r  as  o p e n in g  n o t e s  o f  the  
i n c i p i t s  o f  V a l d r e s ,  whereas  th ey  can  be fo u n d ,  a l th o u g h  
i n f r e q u e n t l y ,  in th e  i n c i p i t s  o f  th e  two o t h e r  v a l l e y s .
The most  common tw o -n o te  open ing  f i g u r e  in 
V a ld r e s  i s  2 3 .  The f i g u r e  1 2 does  n o t  ap p ea r  as  o f t e n  
a s  in the  two o t h e r  v a l l e y s .  The m e lo d ie s  from V a ld re s  
u t i l i z e  s e v e r a l  m o t iv es  b e g in n in g  w i th  6 5. Some o f  
t h e s e  a r e  6 5  4, 6 5 4  3, 6 5 4 3 1 2 ,  and 6 5 4 3 1 2  3.
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Unique t o  t h i s  v a l l e y  a r e  t h e  m o t iv e s  3 5 3 ,  3 5 3 5 ,  and 
5 3 4 3.
C h a r a c t e r i s t i c  f o r  th e  l u l l a b i e s  from 
G u d b ran d sd a len  i s  t h e  f r e q u e n t  use o f  t h e  f i f t h  s c a l e  
d e g r e e  b o th  in  t h e  open ing  and a t  t h e  end o f  a  p h r a s e .
I t  a p p e a r s  i n  1 p e r c e n t  more p h r a s e s  th a n  t h e  t h i r d ,  o f  
tw o -n o te  open ing  m o t iv e s  5 4 i s  used  n e a r l y  as  f r e q u e n t l y  
a s  1 2. Longer p a t t e r n s  t h a t  a r e  o f t e n  s e en  in  t h e s e  
m e lo d ie s  a r e  5 4 3 ,  5 4 3 2 ,  and 1 2  3 4. The l a s t  
m o t iv e  named i s  se ldom n o t i c e d  in  t h e  o t h e r  two v a l l e y s .  
Unique t o  G udbran d sd a len  a r e  t h e  c a d e n t i a l  p a t t e r n s  o f  
1 - 1 ,  2 1 - 1 ,  3 2 1 - 1 ,  and 3 2 1 - 7 ,  and t h e r e f o r e  t h e y  
make an i n t e r e s t i n g  i d e n t i f y i n g  c h a r a c t e r i s t i c .
S p e c i a l  t o  th e  m e lo d ie s  from O s t e r d a l e n  i s  t h e  
f r e q u e n t  use  o f  t h e  -5  a t  t h e  end o f  a p h r a s e .  I t  
a p p e a r s  j u s t  as  o f t e n  a s  t h e  t h i r d  s c a l e  d e g r e e  (13.2%) . 
Another  i n t e r e s t i n g  f a c t  i s  th e  l i b e r a l  u se  o f  t h e  t o n i c  
and the  t h i r d  in  t h e  o p en in g  r> f  a p h r a s e .  These two 
p i t c h e s  a c c o u n t  f o r  more th an  50 p e r c e n t  o f  th e  open ing  
n o t e s  in  t h e  i n c i p i t s .  C h a r a c t e r i s t i c  fo r  t h e  p h r a s e  
b e g i n n i n g s  o f  O s t e r d a l e n  i s  th e  use o f  3 1 and 3 2 1 - 7 .  
Unique t o  t h i s  v a l l e y  i s  t h e  p a t t e r n  3 4 5 6 4. M otives  
t h a t  o f t e n  ap p e a r  in  t h e  ca d en ce s  a r e  1 2 - 7  1,  3 2 - 7  1,  
1 3  2 - 7 1 ,  4 5, 6 4 5, 6 5 6 4 5, - 7  - 5 ,  and 1 -7  - 5 .  
Although  t h e r e  a r e  many d i f f e r e n c e s  in th e
a
m o t iv e s  found in  th e  l u l l a b i e s  from th e  t h r e e  v a l l e y s ,  
t h e  a n a l y s i s  shows t h a t  t h e r e  a r e  a l s o  many s i m i l a r i t i e s .
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The number o f  t im es  t h e  v a r i o u s  m o t iv e s  a p p e a r s  in  each 
v a l l e y  may d i f f e r ,  and t h e r e  a r e  c e r t a i n  p a t t e r n s  t h a t  
a r e  un ique  t o  each a r e a ,  b u t  o v e r  a l l ,  t h e  m e lo d ie s  use 
much o f  t h e  same m o t i v e s .
The f i r s t ,  t h e  t h i r d ,  and t h e  f i f t h  s c a l e  deg ree  
b e g i n s  and ends  most  p h r a s e s .  There  i s  a l s o  a ten d e n c y  
to w ard s  s t e p w is e  and s c a l e - l i k e  movements in  th e  compass 
o f  a t h i r d  o r  a f i f t h ,  somet imes  w i th  a b r i e f  v i s i t  to  
t h e  s i x t h  s c a l e  d e g r e e .  The second  and th e  t h i r d  a r e  th e  
most f r e q u e n t l y  employed i n t e r v a l s ,  and th e  s k i p  o f  a 
f i f t h  i s  o f t e n  n o t i c e d  a t  t h e  b e g in n in g  o f  a  p h r a s e .
I t  i s  i n t e r e s t i n g  to  compare th e  r e s u l t s  o f  t h i s  
r e s e a r c h  w i th  the  s t u d i e s  c o n d u c te d  by Liv  G ren i  on th e  
use  o f  c e n t o n i z a t i o n  w i t h i n  t h e  l u l l a b i e s  o f  S e t e s d a l .  
Some m o t iv es  which appear  in  th e  l u l l a b i e s  o f  th e  t h r e e  
v a l l e y s  a l s o  e x i s t s  as  b u i l d i n g  b lo c k s  f o r  t h e  l u l l a b y  
m e lo d ie s  in  t h e  v a l l e y  of  S e t e s d a l .  For ex am ple ,  some of  
t h e  most f r e q u e n t l y  employed m o t iv e s  in th e  l u l l a b i e s  
from S e t e s d a l  a r e  th e  p a t t e r n s  3 2 1, 2 -7  1,  and 
3 2 - 7  1. The m ot ive  3 2 1 a p p e a r s  in 12 .8  p e r c e n t  o f  
th e  u n t r a n s p o s e d  p h r a s e s  in  t h e  l u l l a b i e s  o f  v a l d r e s ,  
G u d b ra n d sd a le n ,  and g s t e r d a l e n ;  t h e  m ot ive  2 - 7  1 a p p e a r s  
in  4 . 5  p e r c e n t  o f  th e  u n t r a n s p o s e d  p h r a s e s  o f  t h e s e  t h r e e  
v a l l e y s ;  and the  m o t ive  3 2 - 7  a p p e a r s  in  3 p e r c e n t  o f  
th e  u n t r a n s p o s e d  p h r a s e s  o f  t h e s e  m e l o d i e s .  However,  
t h e r e  a r e  some m o t iv e s  from S e t e s d a l ,  such  a s  the  
p a t t e r n s  1 3  4 3 1 and 1 3  2 4 3 1, which never  appear  in
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t h e  l u l l a b i e s  o f  t h e  t h r e e  v a l l e y s .
I t  i s  p r o b a b l e  t h a t  s i m i l a r  r e s u l t s  would be 
r e v e a l e d  as  t h i s  method o f  a n a l y s i s  i s  a p p l i e d  t o  o t h e r  
f o l k  music  o f  Norway in  s e a r c h  o f  a  n a t i o n a l  i n f l e c t i o n .
A f u r t h e r  s tu d y  s h o u ld  be t o  a n a l y z e  t h e  rem ain ing  
p u b l i s h e d  l u l l a b i e s  in  o r d e r  t o  o b s e rv e  how th e y  compare 
w i th  th e  l u l l a b i e s  from th e  t h r e e  v a l l e y s ;  to  e s t a b l i s h  
th e  use  o f  c e n t o n i z a t i o n  in  t h e s e  t u n e s ;  and t o  s tu d y  the  
t o n a l  i n f l e c t i o n  o f  th e  l u l l a b i e s  as  a w hole ,  i t  would 
th en  be p o s s i b l e  t o  compare w i th  e a s e  th e  l u l l a b i e s  w i th  
o t h e r  Norwegian v o c a l  f o l k  m u s ic ,  such as  th e  r e l i g i o u s  
f o l k  t u n e s .
The a n a l y s i s  o f  th e  m e lo d ic  s t r u c t u r e  o f  th e  
l u l l a b i e s  from v a l d r e s ,  G u d b ra n d sd a le n ,  and O s t e r d a l e n  
p r o v i d e s  one more s t e p  in d e t e r m in i n g  what c o n s t i t u t e s  
th e  " n a t i o n a l  i n f l e c t i o n "  o f  Norwegian f o l k  m u s ic .  The 
l u l l a b i e s  o f  t h e s e  t h r e e  p r i n c i p a l  v a l l e y s  s t u d i e d  in  
t h i s  t h e s i s  form a backbone ,  so to  sp e ak ,  f o r  
u n d e r s t a n d in g  th e  g r e a t  Norwegian n a t i o n a l  h e r i t a g e .
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1.  Aurom, Magne. " B a n s u l l e t "  [ L u l l a b i e s ] .  L iv  og
la q n a d ;  Follceiiiinne Era S 0 r - O d a l . O s lo ;  Norsk 
f o l k e m i n n e l a g ,  1942.
3 l u l l a b i e s :  N r .  1 -3 .
2 .  D i l l a n ,  H e lg e .  Fo lkem usikk  i  Tr<6ndelag [Fo lk  music
in  T r d n d e l a g j .  O s lo :  Noregs Bok lag ,  1972.
41 l u l l a b i e s :  Sand i  ( n r .  97-107)
" I I  ( " 55-85)
" IV ( " 6 5 - 6 6 ) .
3. F i l i n g ,  C a t h a r i n u s .  Norske E o l k e v i s e r  [Norwegian
f o l k  t u n e s ] .  C h r i s t i a n i a ;  Norsk M u s i k k f o r l a g , 
1908-25 .
H e f te I (pp. 12- 13)n I I (p . 18)11 I I I (p . 15)n IV (p. 4)w V (p. 6)n IX (p. 3)n X (pp. 8, 15)
4. _________. "To b a r n e l e k e  f r a  Lora" [Two c h i l d r e n ' s
games from Lora]. In  Maal og Minne (pp.  90-91) 
N . p . ;  B y m a a l s l a g e t , 1915.
2 l u l l a b i e s ;  Nr .  1 - 2 .
5. _________. v o r e  f o lk e r a e l o d i e r  [Our f o l k  m e l o d i e s ] .
C h r i s t i a n i a ;  J a c o b  Dybwad, 1909.
3 l u l l a b i e s ;  Nr .  7,  9 -1 0 ;  pp .  61 -62 .
6.  G a u k s ta d ,  0 y s t e i n .  Toner f r a  V a ld re s  [Tones from
V a l d r e s ] .  G jCvik;  M a r ie n d a l s  B o k t r y k k e r i  A/S, 
1973.
72 l u l l a b i e s ;  Nr .  450-485.
7.  G r e n i ,  L i v .  " B a n s u l i e r  i  S e t e s d a l . "  Norveg
[ L u l l a b i e s  in  S e t e s d a l .  Norway] 7 (13 ) ;
O s l o ; 1960, pp.  13 -28 .
7 l u l l a b i e s ;  Eks .  3 - 7 ,  9.
8.  _________. " F o lk e m u s ik k . "  In Norsk rausikk [Folk
m u s i c ,  Norwegian music] (pp.  3 2 - 3 6 ) .  Oslo ;  
S t u d i e r  i  Norge ,  1968.
2 l u l l a b i e s ;  p .  35.
9 .  _________. "fiber d i e  v o k a l t r a d i t i o n  in  n o rw eg isch e r
Volkmusik" [About th e  v o c a l  t r a d i t i o n  in  
Norwegian f o l k  m u s i c ] . In Les C o l lo q u e s  de 
Wégimont V o l .  1 (1954) (pp.  1 1 1 -1 6 7 ) .  P a r i s ;  
N . p . ,1956 .
4 l u l l a b i e s :  pp .  156-158.
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10. H a l v o r s e n ,  Tom H . ; S k r e s l e t ,  M. ; S a e t a ,  0 . ;
Tambs-Lyche,  E. L . ; B d r r e s e n ,  R . ; Meyer, A.
"En u n d e c s o k e l s e  av B a n s u l i e r  f r a :  Lorn, Sogn, 
Rana ,  T r y s i i ,  Voss ,  S o r -A u rd a l "  [An 
e x a m in a t io n  o f  l u l l a b i e s  from: . . .  ] .  Musikk 
mel lomfag [2nd d e g r e e  in  m u s i c ] , U n i v e r s i t y  o f  
O s l o ,  1973.
33 l u l l a b i e s :  pp .  4 -5 ,  10 -1 4 ,  19 -2 2 ,  26-27 ,
32—34, and 37—38.
11.  H o le ,  A. "Sang og m u s i k k l i v e t  i  V a r d a l . "  In v a r d a l  
gdebok [Song and music  in  v a r d a l ]  (pp. 195- 
V a r d a l :  N . p . ,  1930.
20 l u l l a b i e s :  Nr .  1 -2 0 .
bygdel
I0ÎTT
12. H o l t ,  S i g u r d ,  " p â l s d a n s  og b S n s u l l  f r a  G ru e ."  Ârbok
f o r  Glâmdalen [Dance and l u l l a b y  from Grue.  
Yearbook éot  G lâ m d a le n ] . E lverum , 1946-47,
p .  112.
1 l u l l a b y :  p .  112.
13. L a r s e n ,  R ac h e l  J .  " B a n s u l i e r  i  iev en d e  t r a d i s j o n  i
SO re ide"  [ L u l l a b i e s  in  l i v i n g  t r a d i t i o n  in 
SOreide]  . Musikk g ru n n fag  [ 1 s t  d e g re e  in  
m u s i c ] .  U n i v e r s i t y  o f  O s lo ,  1974.
6 l u l l a b i e s ;  Nr. 1 -6 .
14. Lindeman,  Ludvig M. A e ld re  og n y e re  n o r sk e
f j e l d m e l o d i e r  [ E a r l i e r  and more r e c e n t  
Norwegian mounta in  m e l o d i e s ] .  C h r i s t i a n i a :
P. T. M a i l i n g ' s  F o r l a g ,  1853-67,  1907; r e p r i n t  
e d . ,  O s lo :  Norsk M u s ik k fo r l a g  A/S & Lindemans 
L e g a t ,  1983.






av 5 b a n s u l i e r  f r15. P a u l s e n ,  R ag n h i id  E. "En ana lys
G udbrandsda len"  [An a n a l y s i s  o f  5 l u l l a b i e s  
from G u d b r a n d s d a l e n ] . Musikk g ru n n fag  [ 1 s t  
d e g r e e  in  m u s i c ] , u n i v e r s i t y  o f  O s lo ,  1974.
6 l u l l a b i e s .
16. S a n d v ik ,  Ole M. Fo lkemusikk  i Gudbrandsda len
[Fo lk  music  in GÜâbtânâsâà lenï '^  2nâ ë â . Oslo:  
F o r l a g e t  Johan Grundt  Tanum, 1948.
48 l u l l a b i e s :  P a r t  IV: Nr. 1 -47 ;  pp.  157-166
and 252-253.
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17.  . 0 s t e r d a l s m u s i k k e n  [Music o f  O s t e r d a l e n ] .
O s lo :  F o r l a g e t  Johan  Grundt  Tanum, 1943; 
r e p r i n t  e d . ,  O s lo :  Noregs Bok lag ,  1979.
34 l u l l a b i e s :  P a r t  IV: N r .  1 -30 ;  pp.  150-157 .
A l l  v a r i a n t s  have an i n d i v i d u a l  number. In  t h r e e
l u l l a b i e s  a second v e r s e  i s  i n c l u d e d ,  t h e s e  v e r s e s  have
a l s o  been g iv e n  an i n d i v i d u a l  number.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
APPENDIX 2
SUPPLEMENTARY INFORMATION OF 
KNOWN PUBLISHED LULLABIES
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
54
1. ÂgotneSf J a c o b .  "Norske b a c n e r im ” [Norwegian
c h i l d r e n ' s  rhym e s] .  Musikk hovedfag  [3 rd  d e g re e  
i n  m u s i c ] .  U n i v e r s i t y  o f  O s lo ,  1968.
2. B j d r n d a l ,  Arne .  Fo lkem usikk  [Folk  m u s i c ] .  Sogn: 1937.
3. F i l i n g ,  C a t h a r i n u s .  Norske F o l k e m e l o d i e r ; S l a a t t e r  og
B a a n s u l l e r  o . s . v .  b é a r b e j d e t  f o r  v i o l i n  og 
p i a n o  [Norwegian f o l k  m e l o d i e s ;  Dances ana 
l u l l a b i e s  e t c .  a d a p te d  fo r  v i o l i n  and p i a n o ] .  
K r i s t i a n i a :  1919.
4. Lindeman, Ludvig M. A e ld re  og n y e re  no rske
f j e l d m e l o d i e r  ( E a r l i e r  ana more r e c e n t  
Norwegian mountain  m e l o d i e s ] . C h r i s t i a n i a :
P .  T. M a i l i n g ' s  F o r l a g ,  1853-67 ,  1907; r e p r i n t  
e d . ,  O s lo :  Norsk M u s ik k fo r l a g  A/S & Lindemans 
L e g a t ,  1983.
6 l u l l a b i e s :  Bind I I :  H ef te  2, n r .  344 ,370 ;
" 3 and 4, n r .  393,
" 490,
" 529;
" I I I :  " 1,  n r .  589.
5. S t a y l e n ,  B e r n t .  Norske b a rn e r im  og l e i k a r  [Norwegian 
c h i l d r e n ' s  rhymes and gam es] .  K r i s t i a n i a :  
1899.
In  a d d i t i o n  to  t h e s e  c o l l e c t i o n s  t h e r e  a r e  a 
c o u p le  o f  books on c h i l d r e n ' s  rhymes,  e t c . ,  from 
R o g a lan d ,  and a few l u l l a b i e s  from NordmOre.
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1. G a u k s ta d ,  0 y s t e i n .  Toner  f r a  v a l d r e s  [Tones from
v a l d r e s ] .  GjOvik:  Mariencials  B o k t r y k k e r i  A/S, 
1973.
72 l u l l a b i e s :  Nr .  450-485.
A b b r e v ia te d  t i t l e ; GauTVB. Numbering : 100083-100154.
2. S a n d v ik ,  Ole M. Fo lkem usikk  i  G udbrandsda len
[Folk  m usic  in  G u d b r a n d s d a l e n ] . 2nd e d .  O s lo :  
F o r l a g e t  Johan  Grundt  Tanum, 1948.
48 l u l l a b i e s :  P a r t  IV: Nr .  1 -47 ;  pp .  157-166
and 252-253.
A b b r e v ia te d  t i t l e : SanFG4B. Numbering: 100001-100048.
3.  . g s t e r d a l s m u s i k k e n  [Music o f  O s t e r d a l e n ] .
O s lo ;  F o r l a g e t  Johan  Grundt  Tanum, 1943; 
r e p r i n t  e d . ,  O s lo ;  Noregs B ok lag ,  1979.
34 l u l l a b i e s :  P a r t  IV; Nr.  1 -30 ;  pp.  150-157.
A b b re v ia te d  t i t l e : SanOEM. Numbering : 100049-100082.
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